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ANNUAL REPORT 
4958-...959 


| We have great pleasure in. presenting this t gs 
i| activities of the Samskrita Ranga for the ty ending with IAR | 

I November I959. This is the First Annual Report to be presented 

if by the Association which was founded on {6th November I958. 


Sanskrit Dramatic activity which had been maintained 
previously in Madras by the Suguna Vilasa Sabha, the Sanskrit 
Associations of the different city colleges and the Madras Sanskrit ES 
|| Academy had come to a standstill owing to various reasons. In : 
recent years, thanks to the opportunities given by the All-India 
॥ Radio, Dr. V. Raghavan had gathered together a troupe of 
| friends and younger colleagues and students interested in Sanskrit 
Drama and had begun presenting select scenes from the classics 
as also abridged versions of Sanskrit plays. To givea fillip to 
Sanskrit Drama and to revive its presentation on the stage he 
lundertook, as member of the Kalidas Festival Committee of the = 
{Madhya Pradesh Government, to produce at the Kalidas Festival F: 
LET: Ujjain, in November I958, the Melerikageimiita of Kalidasa, EM 
|| The participants in the Malavikagnimitra for the Ujjain Festival PA 
I met together on l6th November at the premises of the Madras ; 
i Music Academy and resolved to form themselves into a permanent 
i organisation called the Samskrita Ranga,Madras, and develop the 
. [same with the help of other members and sympathisers into an 
| active centre for Sanskrit Drama in all its aspects. The partici- 
|| pants in the play became the Founder Members. It wasalso re- 
$ solved on the-occasion that whatever benefits accrued out of the 
production at Ujjain be credited to and vested in the above Asso- E 
ciation, Samskrita Ranga, The following office-bearers were also e 
| unanimously elected at the same meeting and it was resolved M 
to co-opt five other members to the Committee as Vice-Pre- 


; !sidents and Committee Members: » 
President: & 
Dr. V. Raghavan, MAn PH.D, € 
Vice-Presidents : c 
Prof. A, Shanmukha Mudaliar, M: Ay Sri G. K. Seshagiri, B.A. ` EXP : 


| Kumari Sita Chari, M. A. 
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Trustees : 
Sri T. S. Rangarajan, B.A., B.L., Sri M. M. Gurunath, M.A. 


Secretaries : 


Sri T. K: Venkateswaran, M.A., Sri C. S. Sundaram, B. A. 
(Hons.), Kumari S. S. Janaki, M.A. M. Litt. 


Treasurer: 
Sri K. V. Sarma, M.A., B. SC. 


Committee Members: 


Sri P. Tirujnanasambandham, M.A., L-T. Mrs. Kamalam 
Unni, M.A.,L.T. Miss. Ammini Amma, M.A. Sri V. S. Venkataragha- 
vachariar, M.A. Sri U. Venkatakrishna Rao, M.A. Sri R. Rama- 
krishna Iyer, M.A. Dr. V. Varadachari, M.A., Ph.D. Sri C. R. 
Swaminathan M.A., M.Litt. Kalasagaram Sri Rajagopal. Sri H. 
Vaidyanathan. Sangitabhushanam Sri S. Ramanathan. Kumari 
V. Ranganayaki. Pandit S. Rajagopala Sarma. 


In addition to the above members two student representatives, 
Kumari V. C. Shantha from S.I.E.T. Women's College and 
Sri K. R. Srinivasan from the Government Arts College, Madras, 
were later co-opted. 


The Ranga has been affiliated to the Madras Natya Sangh 
(Theatre Centre, India, affiliated to the UNESCO). 


The main achievement of the Samskrita Ranga during the 
year under Report is its successful production of Kalidasa’s 
Malavikagnimitra which was got up for the All-India Kalidasa 
Festiva] at Ujjain and was staged there on the 26th November, 
4958, before a huge audience numbering about I0,000. The 
production was acclaimed as the best of the shows presented at the 
stival and the members were requested to present it again at the 
capital of Madhya Pradesh, Bhopal, before the Governor, H. E. 
Sri Pataskar. On their return to Madras, the participants in the 
Ujjain production of the Malavikagnimitra were given a public 
reception by the Madras Natya Sangh, at the Y. M.I. A., 
Mylapore. Justice A. S. P. Iyer presided. Dr. V. Raghavan, the 
leader of the troupe, gave a talk on the work they did on the 
technical and artistic side for producing the Malavikagnimitra. 
Prof. M. K. Shanmukham, President of the College Dramatic 
Activities Co-ordinating Council, congratulated Dr. Raghavan 
and his colleagues on their initiative and successful production. 
There were also appreciative speeches made on the occasion by 
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Sri K. Chandrasekharan and Mr. Hussain. Subsequently thanks 
to the good impression created by the performances at Ujjain 
and Bhopal, the Ranga was invited to present the play again in 
the Music and Dance festival of the 32nd Conference of the 
Madras Music Academy where it was witnessed by a distinguished 
audience numbering about 2,000. The Ranga produced Malavi- 
kagnimitra for the fourth time under the auspices of the College 
Dramatic Activities Co-ordinating Council of the Madras Natya 
Sangh who co-operated with the Ranga in the Ujjain production 
also. The College Dramatic Activities Co-ordinating Council of 
the Madras Natya Sangh presented three plays in English, Tamil 
and Sanskrit and from the financial as well as artistic point of 
view the Sanskrit play was the most successful. The Ranga'is 
grateful to Dr. C. P. Ramaswami Aiyar for presiding over that 
production and the words of encouragement he spoke on ‘that 
occasion. न 


When the Wayne State University Theatre visited the city 
and staged some English dramas under the auspices of the Madras 
Natya Sangh in the second week of April I958, the members who 
later formed themselves into the Samskrita Ranga presented on the 
stage on the ]2th April, Act V of Kalidasa's Sakuntala. The 
function took place in the Vani Mahal, T. Nagar. 


Through the courtesy of the All-India Radio, Madras, some 
ofthe members connected with the Samskrita Ranga and other 
friends interested in Sanskrit drama had an opportunity to listen 
to the tape-recordings of the production of Sakuntala during 
the recent festival in Holland. . 


On I8th February, 959, a meeting of the Ranga was held 
with the President in the Chair at the Vivekananda College, 
Mylapore. After transacting business in connection with opening 
of an account for the Ranga in the Indo-Commercial Bank, 
Mylapore, and the election as Student Members of the Committee, 
Smt. V. C. Shanta of the S.I.E.T. Women's College and 
Sri K. R. Srinivasan of the Government Arts College, 
Smt, V. C. Shanta gave a display of mono-acting of a scene from 
Bhasa's Pratima Nataka. This was followed by the. reading of 
a paper on “Producing of Sanskrit Plays" by the President. The 
paper was published in the Spring, I959 issue of Natya, the organ 
of the Bharatiya Natya Sangh, Delhi. Among the visitors present 
was Mrs. Roshan Alkazi who is actively connected with theatre 
activities in Bombay. After some discussion on the paper, 
Sri T. K. Venkateswaran, one of the Secretaries of the 
Ranga, proposed a vote of thanks. 
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On 27th April 959, a meeting of the General Body of th, 
Ranga was held to pass the Draft Rules and Regulations and 
Memorandum of Association of the Ranga. The same was passe 
after some modifications suggested by. some members, Ty 
pursuance of the decision of the Ranga, the Ranga wen registered 
with the District Registrar of Assurances, Madras-Ghingleput, 
Madras, on 2nd September 959 (S. No. 72 of 959). ! 


Among the objects of the Ranga are: the production of 
Sanskrit plays on the Stage and the Radio, the holding of meeting 
for Sanskrit play-reading and reading and discussion of Papers) 
on Sanskrit plays and their production, to undertake publication) 
and other lines of work conducive to the development of Sanskrit 
dramatic activity in all its aspects. i 


On the 2nd August 959, the Ranga recorded on tape for the, 
All-India Radio, their production of the Malavikagnimitra of 
Kalidasa. This was on the air on 3rd November ]959 in connection - 
with the Kalidasa Day celebrated by the Radio. i 


On the9th August 959, through the courtesy of the All: 
India Radio, members of the Ranga listened to the tape-recordings. 
of the Vikramorvasiya produced at the Ujjain Festival, 958, by. 
the troupe from Gwalior. ; i 


On the IOth, October the Ranga produced on the All-India 
Radio the last act of Kalidasa’s Sakuntala to mark the Kalidasa. 
Day celebrated on Vijayadasami all over South India.. i 


j 


On I3th October 959, a meeting of the Executive Committee : 
of the Ranga was held at the Kuppuswami Sastri Research | 
Institute premises to discuss the :further activities of the I 
Ranga, the pour of producing a new Sanskrit Drama towards 
the end o year and to make arrangements for the celebration | 
of the Foundation Day before the end of November. 


On 2lst October. I959 the Ranga held. a.reception to the | 
Pracya Vani Mandir Sanskrit. EE from: Galette, at the. 
Y. M. I. A, Mylapore. Sri T. L. Venkatarama Iyer, | 
Chairman, Law Commission, presided. : Dr. V. ‘Raghavan | 
extended a welcome to the visitors from Calcutta comprising ` 
Professors and students of Sanskrit who were on a visit to the | 
South for producing Sanskrit plays on the lives -of Chaitanya, | 
Ramakrishna, Saradamani . Devi and Aurobindo, Dr. 
* Raghavan gave also an account. of Sanskrit dramatic | 


oes 


Participants in the Malavikagnimitra staged 
by the Samskrita Ranga. 


A scene from the Malavikagnimitra staged 
by the Samskrita Ranga. 
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activities in Madras. - Sri T.L. Venkatarama Iyer spoke of the 
antiquity, continuity and artistic merit of the Sanskrit Stage and 

appealed, to the gathering to support the efforts of.the Samskrita 
Ranga. Dr. J. B. Chaudhury, leader of the party from Calcutta, 
replied on behalf of his colleagues and said that his experience in 
Bengal showed that.Sanskrit Drama was having an increasing 
audience. The reception was attended by. Sanskrit professors, 

Pandits and students of the city colleges. Sri K. Chandrasekharan 
spoke in appreciation of the play and thanked the visiting 
troupe. ae 


On Monday the 9th November a meeting of the Samskrita: . 
Ranga was held at the Vivekananda College with the President 
in the Chair. Sri V. S. Venkataraghavachariar, Professor. of 
Sanskrit, Vivekananda. College, read a paper on the ‘‘Hasya-' 
cudamani of Vatsaraja” of the l3th century. This was followed 
by atalk by Dr. V. Raghavan on “Sanskrit Drama in Russia”. 
The speaker referred to the editions of several Sanskrit dramas 
published in Russia from the middle of the 9th century onwards 
` and the interest evinced in that country at the present time in pre- 
senting adaptations of Sanskrit plays in Russian. These Sanskrit 
plays ran to crowded houses for several weeks in different theatres 
in Russia. Some photographs of scenes of the Mricchakatika (While 
. Lotus) produced in Moscow and seen by the speaker were shown 
round to the audience by. him. He also referred to more 
recent undertakings in Moscow of productions based on the 
Sakuntala and Nala-Damayanti. With a vote of thanks by 
Sri 0. S. Sundaram, one of the Secretaries of the Ranga, the 
meeting terminted. š 


During the year under report Dr. V. Raghavan, the President, 
and Sri C. S. Sundaram, one of the Secretaries; co-operated with. 
Sri C. C. Mehta of the Drama Department of the Baroda 
University by compiling a Bibliography of Stageable Plays in 
Sanskrit. eos 


"Members: During the year there were 56 members on the 
= rolls of the Ranga. 


Finances: During the year an amount of Rs. 734/- was 
realised by way of subscriptions and donations. Of this Rs. 32/ 
represents the subscription from members, Rs. 00/- represents a 
spontaneous donation ofa foreign admirer who witnessed the 
Ranga’s Malavikagnimitra and who desires to be anonymous, and 
Rs. 500/-, fees realised by the Ranga by performances of Sanskrit 
plays in the All-India Radio, Madras. à 
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Expenses: An amount of Rs. I43.50 nPs. was paid towards 
arrears of out-of-pocket expenses and also as honorarium to some ` 
of the artists who helped in the productions of the Ranga during 
the period in Ujjain, Bhopal and Madras. An amount of Rs. 
4/— was spent for the reception to the Calcutta troupe and for 
their Sanskrit production on thelife of Saradamani Devi. An 
expense of Rs. 50/- wasincurred for the Registration of the Ranga. 

. ,jOther details of expenses may beseen in the audited statement 
` of the accounts. 


Sanskrit dramatic activity serves not only to revive and 
maintain an important part of our artistic heritage but also as 
an easy means of learning and popularising Sanskrit. The Sams- 
krita Ranga appeals to the lovers of the stage and of Sanskrit 
to extend to its activities their active sympathy. 
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॥ लक्ष्मीस्वयेवरः ॥ * 
डा, वे, राघव! 


—o— 


पुराणऋषिवाक्पुष्प: मद्वाकपत्रेश्व गुम्मिता | 
साहित्यवनमालेयं श्रीरिवेतु हरेरर: ॥ 


(नान्दी) 


लक्ष्मीं क्षीरसमुद्रराजतनयां श्रीरङ्गधामेश्वरीं 
दासीभूतसमस्तदेववनितां त्रैलोक्यदीपाङ्कुराम्‌ | 
श्रीमन्मन्द्कराक्षलब्धविमवत्नह्ेन्द्रगङ्ञाधरां 
त्वां त्रैलौक्यकुटुम्बिनीं सरसिजां वन्दे सुङुन्दप्रियाम्‌ ॥ 


पौरणिकः — 


ऐश्वयमत्तो देवेन्द्रः यदा दुर्वाससं सुनिम्‌ | 
अवमेने तदा तेन Mat देत्यैः पराजितः ॥ 


गतसत्त्व गतश्रीके वभूव भुवनत्रयम्‌ | 
म्लाना ओषधयो धर्भा agen विलयं गताः ॥ 


तत इन्द्रादयो देवाः पितामहृपुरोगमाः | 
क्षीराब्धितीरे राजन्तं प्रययुः शरणं हरिम्‌ ॥ 


इेडितस्तैः प्रसन्नात्मा ब्रहेन्द्रादीनुवाच ह | 

८ »णुत श्रेय एतद्वः दानवेस्सन्धि रिष्यताम्‌ ॥ 
अमृतोत्पादने यत्न: क्रियतामविलम्बितम्‌ | 
ृ्युग्रस्तोऽपि वे जन्तुरख्रतेनामरो भवेत्‌ ॥ 


मन्थानं मन्दरं कृत्वा नेत्रं कृत्वा च वासुकिम्‌ | 
आधारभूतेन मया निर्मन्यत समुद्यताः ॥ 


+ आकाशवाण्यां मद्रकेन्द्रात्‌ ९-८-१९५९ दिवसे वरलक्ष्मीत्रतसमये प्रयुक्तमिदम्‌ ॥ 
2 


CC-O. Prof. Satya Vrat Shastri Collection. Digitized By Siddhanta eGangotri Gyaan Kosha 


ni SAMSKRITA RANGA ANNUAL 


न भेतव्यं कालकूटाद्विषान्मथनसंभवात्‌ | 
तत्पीत्वा भगवान्‌ रुद्र: त्रास्यते वो दयानिधिः ??.॥ 


तथा देत्येयुता देवाः क्षी राव्धिम स॒ताप्तये । 
AA: प्रथमं घोरं काळकूटमभू द्विषम्‌ ॥ 
भौता: प्रदुद्रवु: सवे तमोभूतमभूज्जगत्‌ | 
तदू दृष्टा व्यसनं प्राह ISSUE VET: ॥ 


« एतावान्‌ हि प्रमो र्थो यद्दीनपरिपालनम्‌ | 
तस्मादिदं. गरं भुज प्रजानां स्वस्तिरस्तु मे” ॥ 


देचेन्द्रः इन्त | भगवतो नीलकण्ठस्य प्रसादात्प्राप्त: पुनश्च प्रकाश: | 


देत्येन्द्रः --मथननेत्रस्य वासुकेसुखभागं ग्रहीतवतामस्मार्क वासुकिवद्नानलेन 
यस्ताप आसी त्‌, स एतस्य कालकूटस्य तापेन शीततां नीतः! अस्तु | पुरेव नारायणेन 
निवेदितं प्रथमो दूभूतेन विषेण नास्माकं यत्नो विहन्तव्य इति । 


देवेन्द्र; — निस्तन्हर निर्भय प्रयतिष्यामहे यावदसतमुत्पत्सते । तन्मन्थनेत्र 


पुनगरैह्दीमः । 


(dui पुनश्च मन्थन्ति) 


देवेन्द्र: अये! कोऽयं मथनारन्मसमनन्तरमेव sies नवनीतपिण्ड इव 
उदेति । : Sm RT 


देत्येन्दः ज्योतिर्मयं, किन्तु प्रहादनमिंति अद्‌भुतमेतत । 


a देवषेयः --एष यज्वनामोषधीनां नक्षत्राणां च राजा चन्द्रः। यस्य भगवतः 
प्रस वयं काळकूटमहाप्रलयादुत्तारिताः, तस्मे शाङ्करायेदं मथनोत्यित रत्न 
पारितोषिकं शिरो भूषण समर्पयामः | 


देचेन्द्रः --तदेव ससुचितम्‌ | अनुकम्पतां च स भगवान्‌ यथा प्रादुर्भवन्ति 
रत्नान्तराणि, en TI 


दैत्येन्द्रः पुनश्च उदयुन्ज्महे । | 
(पुनमंथनम्‌ ; मथनध्वनिः) : 
देघेन्द्रः आश्वम्‌ » यत्क्षीरोदधे; afi: कापि घेनुरुदेति ! 
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लक्ष्मीस्वयंवरः n 
देवष यः --इये हविर्धानी कामधेनुः, यास्माकं सर्व याजिकं कर्माजुम्रहीष्यति | 
(पुनमैथनध्वनि:) ` 


देचेन्द्रः दन्त ! मथनोत्थितो महान्‌ क्षीरोदधिकक्लोल इव विराजमानः कोऽपि 
धवलूश्चतुद्न्तः, qug च क्षीराव्यिशीकरानिव धवलोदारपरिमलानि कुसुमानि विकिरन्‌ 
वासोऽरूंकाराद्वाक्छितमयानि फलानि बिभ्रत्‌ sa, तमचु च सुवसनाः स्वळक्कता 
BON: स्मेराननाः सविलासगति चेष्टितहृतहृद्याः रमण्यश्च, निरन्तरमाविभंवन्तः यत्सत्य- 
सस्मान्‌ अनिमेषात्‌ Fated | 


ada: --देवेन्द | अयं चतुदेन्तः ऐरावतो नाम गजेन्द्रः । एष च. कामितार्थ- 
दायी पारिजातो नाम qur । एताश्च अप्सरसो नाम नित्ययौवना नायिका: । भवन्तु 
भवतामेवैते भोगोपकरणभूताः | 


(पुनश्च मथनध्वनिः) 
देवेन्द्रः --अये | spe तन्वपि प्रभया नेत्रापहारि सन्ध्याकालः इव सव नभो 
verra, किमपि उत्पतति | 


देवर्षयः --भोः सुरपते ! किमप्यद्भुतं रत्नमिदं कौत्तुभो नाम | इतोऽपि 
अधिकानां तेजसां यो निधिः, स एनं वपुषि अलङ्कारतया घहुम्हेति । 


देचेन्द्रः --नडु नाहमहं एनमादातुम्‌ १ 


देत्येन्द्रः ,—_देवेन्द्र! अलं लोमेन। अथ का वा तव अहता ! स एवाहेति एतमपां 
सारं मणिवरं, यः कमठरूपी मन्थमेतँ धारयनन्तरेवास्ति, यं विना च विफल 
एवाभविष्यदस्माकं सवें आयासः । भो नारायण, प्रसीद, ग्रहाण रत्नमेतत्‌। नीले ते 
नहुस शेन इव बाहा यताम मा 


विष्णुः --देत्येन्द्र ! देवेन्द्र | frase; भवतामथ एव ant वहामि। 
तथापि भक्त्युपहृतं सदैव प्रतिणह्ममि इति मे त्रतम्‌ । तत्प्रतियुह्ाम्येतत्‌। HASIT- 
मेव इतोऽप्यतिशायि रत्नान्तरमुदेष्यति । qsqa ! पश्यत | काप्युत्तिष्ठति पद्मे स्थिता 
पवर्णा पद्ममालिनी | 


देवषेयः --मगवन सेय साक्षाहक्ष्मीः सर्वासां सम्पदां पद्‌, यां च ऋचः खिलेषु 
एवम भिष्टवन्ति-- 
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« हिरण्यवर्णां हरिणीं सुवणरजतलजाम | 
चन्द्रां हिरण्मयीं लक्ष्मी जातवेदो म आवह॥ ” इति ॥ 


देचेन्द्रः --(अपवार्य) देवं | अस्त्वेषास्माकं देवानामेव | अप्सरसां महिषी, 
देवलोकस्य राज्ञी च भवठु। | 

: दैत्येन्द्रः --देवेन्द्र | किमिद देवषें: कणे जपसि १ मन्ये नास्ति ते तृष्णायाः 
अवधि: | नास्माभिः एतदवधि अमीषु मथनोत्थितेषु << किमपि ग्रद्वीतम्‌ । ` तदेषा 
विद्युदिव विद्योतमाना अह्पद्धागमेवागच्छतु | 


देवषेयः --दैत्येन्द्र मा कुप्यतु भवान्‌। नन्वियमुदेत्यन्यापि कापि क्षीरोदधेः 
पुत्री, अर्णविश्रान्तलोचना, विलासमयस्खलितगतिः कलालापपेशला । यदि हरिः 
` संमन्यते, सेषा अनुजा भवतामस्तु | 


, विष्णुः दानवेन्द्र! सेषा वारुणी देवी । मन्ये इये भवतामर्थे एव पाणौ 
सत्त्वोद्रेककरपानपूर्ण पात्रमानयति | इमां यूयमेव Wehr | 


Rater: --देवि वारुणि | स्वागतं ते । एहि वयमिह एकान्ते क्षणं बिश्राम- 
सुखमनुभवामः | मथनखेदावसन्ञं च सत्त्वं त्वत्सेवया समुत्तजयाम:' | 


देवर्षयः --स्वस्ति ते दानवेन्द्र | क्षणे विश्राम्यतु भवान्‌। इन्त | अपस्ता 
दानवाः । अस्ति पुनः सुरेश्वरः लक्ष्म्यां qam: | भवतु देवानेवं बोधयामः | भो देवेन्द्र | 
या चेये साक्षाद्रमा भगवती उपस्थिता, तस्याः प्रथमं क्षीरोदधितीरे अभिषेकः संपरस्यते | 
तंत: स्वळंकृता देवी स्त्रयंवरणम!लिकाइस्ता स्वयमेव स्त्राभी्ट पति वरयिष्यति । तदनवकाश 
एष भवतां gan: | 


पौराणिकः — 


ऋषयः कल्पयांचक्ररभिषेकं यथाविधि । 
ततोऽभिषिषिचु्देवीं श्रियं पद्मकरां सतीम्‌ ॥ 


दिङ्नागा; पूर्णकलशेः सूक्तवाक्यै astaq: | 
ससुद्र: पीतकौरोग्रबाससी समुपाहरत्‌ ॥ 


वरुण: खजं वैजयन्तीं मधुना मत्तषट्पदाम्‌ । 
Raa चचालाथ पाणौ धृत्वोत्पलल्लजम ॥ 
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लक्ष्मी: — बन्दा देवषय: ! भवद्धि: कृतनिदद्या इच्छामि मम समुचित पतिं 
स्वयं वरीतुम्‌ | शिष्टा भवन्तो हि आचारस्य प्रवते यितारः । 


देवषयः --देवि | के वा वयं भवल्या: तत्तत्‌ निर्देशम | सन्त्येते भवत्या: कटाक्ष 
थातोत्युका देवगन्ध्विद्याथरयक्षसिद्धवारणाद्याः। _ 


लक्ष्मी; --पञ्यन्दु भवन्तः। अस्ति कस्यचित्‌ कोऽपि गुणः, किन्तु तं कदर्थी- 
gat अस्ति तत्सद्भूः कोऽपि दोषश्च । 


नूनं तपो यस्य न मन्युनिजय: 

ज्ञानं कचित्तच न संगवजितम्‌ | 
कश्चिन्महान्‌ तस्य न कामनिजेग्रः 

स इश्वरः किं परतो व्यपाश्रयः ॥ 


धर्म: कचित्तत्त न भूतसौहृदम्‌ 

त्यागः ahaa न मुक्तिकारणम्‌ । . 
वीयं. न पुसो5स्त्यजवेगनिष्कृतं 

न हि द्वितीयो शुणसङ्गवजितः ॥ 
कचिचिरायुनें हि शीलमङ्गलम्‌ 

क्चित्तदप्यस्ति न वेद्यमायुषः ।, 
यबोभयं कुव च सोऽप्यमङ्गलः 

सुमङ्गलः कश्च न कांक्षते हिं माम्‌ ॥ 


देवषंयः --देवि! अलं निवेंदेन । अस्ति भवत्या wow: अशेषहेयग्रत्यनीक- 
निखिछकल्याणगुणेकतानः | किन्तु सः अवाप्तसमस्तकामः निरपेक्ष उदासीन आस्ते | इतः 
पराइत्य पञ्य । भवद्या वासाय पूर्वमेव निर्णीतं स्थानमिंदमिति सूचयन्तीव यस्य वक्षसः 
प्रसरति कौस्तुभार्चिः। _ 


x पौराणिकः = 


एवं विसरस्याव्यसिचारि awaq; 

at निजेकाश्रयतोऽणुणाश्रयम्‌ | 
qm वरं सर्वेशुणेरपेक्षित . 

Tat मुकुन्दं निरपेक्षमीप्सितम्‌ ॥ 
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तस्यांसदेश आधाय स्वयंवरणमालिकाम्‌ । 
कौस्तुभोद्भासि तद्वक्षश्चकार स्वं निकेतनम्‌ ॥ 


(मङ्गलनाद्‌ः) 
` लदमीपतिमथो देवा ऋषयश्च मुदास्तुवन्‌ ॥ 


विष्णु: --अयि देवाः, अलं कार्योपेक्षया | न हि पण्डिताः फलवेलायां प्रमा- 
द्यन्ति। पर्यत ततो मदंशः आयुरवेदद्ष्टा धन्वन्तरिरदधेरद्गच्छति GNO करे कलशं 
धत्ते, तत्र ITAR | 


(कलकलः) 


देवेन्द्र: --इतस्त्वरितं गत्वा Ue: अमृतकलशम्‌ | भवतः प्रसादेन च 
निर्विन्नसिद्वयः स्याम | 


(पुनः कलकलः) 


Ware: --(त्वरितं सपरिवारमुपधावन्‌) अरे तिष्ठ fro! दस्यो XIA! अस्मा- 
भिरपि दानवेमंथित: क्षीराब्धिः, अस्त्यस्माकमपि अम्रृतग्रहणेषघिकार: | कुतो ga! 
त्वमेकाकी तत्र धावसि? अरे gua: | वारुणीं दत्त्वा वयं युष्माभिः प्रमाद्मापाद्य काळे 
वश्चिताः | भो नारायण! त्वयापि यदू देवपक्षपातित्वमेव nasiq, कि तत्‌ कूटस्थस्य ते 
समीचीनम्‌ £ इदं धन्‍्वन्तरेहंस्तादस्ततकलशमाच्छिन्न॑ मया । द्रक्ष्यामि किं वा वराका 
देवाः करिष्यन्ति इति | 


पौराणिकः — 


gaa एवमाभाष्य द्रुतं धन्वन्तरि गत: | 
आच्छिद्यामृतकुम्भं तं सहृ दैत्यैः पलायितः ॥ 


एतद्त्याहित यावदू व्याकुलो वीक्षते uf 
तावत्स्वोरसि लक्ष्म्याः स श्राव स्वगतं वचः N 


लक्ष्मी: --(स्वगतम्‌) इद्‌ तत्‌ मत्पूर्वज ugar मणिरत्नं कौत्तुभो नाम | 
चून दीघ रशी मे वमः, यदनेन मम सौन्दर्यावलोकनप्रसाधनादिकर्मणे दर्षणस्थानीय- 
मिदमत्र स्थापितम्‌ | अहों मे सौभाग्यम्‌ ! यदहमेतदभ्राप्यं भगवतो विष्णोः वक्षरिसहा- 
सनमारूढा | मन्ये नास्ति मत्तो भाग्यवत्तरा कापि | 
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विष्णुः --(स्वग॒तम्‌ ) मन्ये, मामुपगत्य देव्या: किश्चिदिव गर्वेण स्पष्ट मानसम्‌। 

एते TAG: अप्सरसो वा लक्ष्मीं वा अप्राप्य सत्रीमोहजातकोपा अमृतमपहृत्य प्रधाबिताः। 
भवतु, एकयैव भूमिकया gab एनं देत्येन्द्रे च शिक्षयिष्यामि। (प्रकाशम्‌ ) देवि! 
क्षीरसमुद्रराजतनये ! कौस्तुभदर्थणे कामपि स्त्रप्रतिविम्बमयीं स्त्र्याकृति पश्यन्ती चित्रीय- 


माणा TAT | इतः पर्य, कापि स्त्री पुरत एवं आविर्भवति, यया भवत्या रूपसुपमातु- 
` मुचितमिति मन्ये । 


पौराणिकः — 


इत्युक्त्वा चिन्त्यशक्तिरस सर्वाश्चर्यश्रियां निधि: । 
आदधे मोहिनीरूपसुपासर्पच दानवान ॥ 


सब्रीड स्मित विक्षिमभ्रूविलासावलोकनैः | 
देल्वूथपचेतस्सु काममुद्दीपयन्सुहु: ॥ 


देत्येन्द्रः --आ: ! किमिदमस्रतादप्यधिकमस्ृतायमानमिव, क्षीराब्ये: रत्नानां 
रत्नतमं किमपि स्त्रीरूपमस्माबुदिश्येव आयाति । मन्ये अप्सरोभिः लक्ष्म्या च वश्चितान- 
- स्मान्‌ विलोकय दयमानेन विधिना नूनमस्मद्भागधेयायैषा उद्धाविता। भवतु, एनामुप- 
सर्पामि । waft! भवति! न जाने कथं वा त्वां संबोधयामि, वर्णयामीति वा। f 
मद्थमेव त्वमायासि | 


मो हिनी -आम्‌ । तवदर्थमेवाहमायाता । 
दैत्येन्द्रः --अयि शाधि माम्‌, एष देत्येन्दस्ते किंकरो वतते । 
मोहिनी --यदि त्वं मह्यं प्रीयसे, किं दास्यसि यदहृमभ्यर्थये | 


Rag: --किमर्यमभ्यर्थयसे, स्वैरमाज्ञापय | इच्छूलूव्धं कलहग्रस्त मिदमसत- 
कलामपि तब हस्त एव निक्षिपामि । तव रेखां नातिवर्ते । 


मोहिनी--इदे तदसतकलशम्‌ १ तत्प्रयच्छ मे | 


पौराणिकः — 


इति स्त्रीमायया सायी मोहयित्वा घुर द्विषः । 
spud MATA येन तेऽमरतां ययुः ॥ 
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पुनस्सत्त्वं च लक्ष्मी च प्रापुः देत्येस्रये जथम्‌ । 
प्रेयसीं वक्षसि प्रे लीयमानां च लजया ॥ 
प्रे्णाभिमृइ्य हस्तेन सर्वान्तर्याम्यवोचत | 


विष्णुः — 
देवि मा तेऽस्तु sat जाने भक्तिं च ते मयि | 


अनन्या च मयासि त्वं AEST प्रभा यथा ॥ 
"omm त्वां स्तौति देवेन्द्रः त्वयेवा्तः पुनः श्रियम्‌ ॥ 


देवेन्द्रः — 


नमस्ये सवेळोकानां जननीमच्जसम्भवाम्‌ | 
भ्रियमुन्निद्रद्माक्षीं विष्णुवक्षःस्थलस्थिताम्‌ ॥ 


( भरतवाक्यम्‌) 


त्वं सिद्धिः त्वं स्वधा स्वाहा सुधा त्वं लोकपावनी । 
प्रसीद देवि पद्माक्षि मास्मांस्त्याक्षीः कदाचन ll 
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DRAMA, DANCE AND MUSIC IN THE 
WORKS OF BANA AND HARSA * / 
C. S. Sundaram, Sanskrit Dept., University of Madras. 


In the golden age of King Harsa of Sthanesvara literature 
and fine arts flourished in great enthusiasm. This is evident from 
the references scattered in the literary works of the period and is 
corroborated by the accounts of the Chinese traveller Hiuen Tsang 
who visited India during the times. Both the royalty and the 
public were connoisseurs of the fine arts. 


King Harsa himself was a playwright of no mean order and 
has written three stageworthy plays: Ratnāvalī, Naginanda and Pri- 
yadarsika, Their popularity among the public in times immediately 
following their production is seen from the reference in the 
Kuttanimata to the staging of Rainaval;. ' Bina is also known to 
have written a play called Mukutataditaka. Two verses from this 
play are quoted in the Srigdraprakasa of Bhoja without men- 
tioning the author. * : 


यथा सुकुटताडिते भीम:-- 

ध्वस्ताः छुघः(द्वाः) धारराष्ट्राः समस्ता: 
पीतं रक्तं स्वादु दुश्शासनस्य | 

पूर्णा कृष्णाकेशवन्धप्रति ज्ञा 
तिष्ठत्येकः कौरवस्योरुभङ्गः U 

ऊरू निपीड्य गदया यदि नास्य तस्य (१ सब्य-) 
पादेन रत्नसुकुंटं शकली करोमि । . 

देहं निपीतनिजधूस विज्ुम्भमाण- 
ज्वालाजटाळवपुषि ज्वलने जुहोमि ॥ 


> ---- —......... 


* Paper presented at the XXth All-India Oriental Conference, 
Bhubaneswar, Oct. I959. : 

l. Kuttanimaia of Damodaragupta, Bibliotheca Indica edn., 
p. kL ` 

2. See Dr. V. Raghavan, Bhoja’s Srigaraprakasa, (Typed 
copy), Vol. II, pp. 280-28. 
cd 
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The Commentators Candapala and Gunavijayagani on Nala- 
campii quote ° a verse from the above-mentioned play mentioning 
Bana as the author : 


यदाह मुकुटताडितनाटके बाण:-- 
आशा; प्रोषित दिग्गजा इव sar: प्रष्वस्तसिंद्दा इव 
Ru. कृत्तमह्दाद्रुमा इव सुवः प्रोत्खातदोला इव | 
बिंभ्राणा: क्षमकाळरिक्तसकलत्रैलोक्यकष्टां qui 
जाता: क्षीणमहारथा: कुरुपतेदेवस्य MARTAT: ॥ 
A study of Bana’s works shows that he was quite at home in 


the theory of the dramatic art. In a reference to Bhasa in one of 
the introductory verses to his Harsacarita, Bana says : 


म्भेर्ना ac मिके 
सूत्रधारंकृतारम्भर्नाटकंवहुभूसिक: | 
सपताकैर्यशो लेमे भासो देवकुलेरिव ॥ 
This passage, apart from speaking of the fame of Bhüsa as a 
dramatist, makes mention of the terms Sitradhara, bhiimika, pataka 


etc. used in the field of dramaturgy. We know that two of the 
companions of Bana were a dancer, Taydavika, and a young actor, 


Sikhandaka: लासकयुवा ताण्डविक: -. शैलालियुवा शिखण्डकः (Harsacarita, ed. 
M.R. Kale, Bombay, I944, (HC.) p. 42.) 

In Bana’s Kadambari, when Gandrapida is entering the palace 
after finishing his education, he sees the damsels in the harem 
trying to imitate the lives of kings: अन्तःपुरिकाजनप्रस्तुतनरपतिच रित- 
विडम्बनक्रीडेन (Kadambart, ed. M. R. Kale, Bombay, 928, (K.) p. 


l45). This shows that they were skilfull actors who mime the 
episodes from the lives of kings. 


In Mayira’s Suryasataka there is a detailed comparison of the 
sunrise with the opening of a play: 
प्रात: USAR रजनिजवनिकापायसंलक्ष्यलक्ष्मी- 
विक्षिप्यापृवैषुष्पाज्नलिमुडडनिकरं सूत्रधारायमाण: | 
यामेष्वज्नेष्विवाह: कृतरुचिषु चतुष्वेव जात प्रतिष्ठा- 
सव्यात्‌ प्रस्तावयन्वो जगदटनमहानाटिकां सूयेसूतः ॥ 


००००२०५५७४० eras ७७७५ ७७ ७३७३७ ७७ ६७०९७ ७०७०७ ७७७+ब कक ४ 


p. l85. 
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* The Sun's charioteer, like a Sūtradhāra, on the mountain 
platform, his beauty being revealed after the night-curtain has 
been removed, offers the Puspajijali of stars, announcing the 
mahanztika of the sun's course round the world. This 
interesting verse refers to the type of play called Natika and to 
details about how a drama is commenced. j 


In the Priyadarsikā of Harsa we see a play within a play, 
antarnatika मल being presented for the amusement of 
the queen. This play is based on an episode from the life of 
Queen Vasavadatta and King Udayana. Here, there is a fine 
description of the Preksagrha, play-house : : 


आभात्ति र्नशतशोमितशातकुम्म - 
स्तम्भावसक्तएरथुमौक्तिकदामरम्यम्‌ | 

अभ्यासितं युंवतिभि विजितापतरोभमिः 
DAME सुरविमानसमानमेतत्‌॥ 


“Lovely with golden columns, adorned with handras of 
jewels, 

Festooned with great strings of pearls, 

Thronged with damsels that surpass the Nymphs 

This play-house shines resplendent as the abode of Gods.” * 


The King’s intimate knowledge of dramaturgy and the flourishing 
condition of the staging of plays at that time are revealed herein: 


In his Kadambari, Bana describes King S'üdraka as surro- 
unded by princes who were quite good at Kaoyas, Natakas and the 


rest of the branches of literature: काव्यनाटकाख्यानकाख्यायिकाळेख्य- 
व्याख्यानादिक्रियानिपुणे: (K. p. 4). The syllabus of Gandrapida includ- 
ed the study of the several varieties of literature including Drama: 
नाटकेघु आख्यायिकासु काव्येषु...... परे कौशळमवाप (K. p. 26). 


Besides these, there are in the works of Bana and Harsa, 
many casual references to several technical terms used in the 


dramas; for instance : 


— 


5. The Sanskrit Poems of Mayüra (Columbia Indo-Iranian 
Series, Vol. 9), p. 68, verse 50. ^ : 
6. Priyadarsika Pi Harga, (Columbia University Indo-Iranian 
. Series, No. I0), p. 46. 
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Prastavanü : प्रस्तावना कपटनाटकस्य (K. p. !74). 
Pataka and Anka : नाटकमिव प्रकटपताकाइशोमित॑ (K. p. 46). 
Sailnga and Make-up: शैलूष इव TU वहसि कत्रिमसुपशमञ्चन्येन चेतसा. 
तापसाकल्पम्‌ (HC. p. 3). 
Bhamika: कञ्चुकिनो भूमिकां कृत्वा...... इत एव अभिवतेते | 
JVepathyaracanü : नेपथ्यरचनां कृत्वा यथाभिलषितं संपादयामि | * x 
Many references to dancing are found in Bana's Kadambari 
and Harsacarita. We are told that Candrapida learnt the 
Najyasastra of Bharata and other writers: भरतादिप्रणीतेषु उत्तशास्त्रेयु 
(K. p. 26). Ràjyaári too became proficient day after day in 
all the fine-arts, dance, music etc.: राज्यश्रीरपि उत्तगीतादिषु विद्ग्धासु 
सखीषु सकलाछु कलासु च प्रतिदिवससुपचीयमानपरिचया (HC. p. 40) 
Mahis'vetà informs Candrüpida that she and Küdambari learnt to- 
gether dance, music etc.: एकत्र तया मया च दत्यगीतादिकलासु कृताः परिचय; 
(K. p. 270). Thecustomary offering of flowers just before the 
beginning of a dance, Puspajijali, is also referred to: तञ्च श्रुत्वा- 
हमात्मकण्ठादुन्सुच्य मकरध्वजलास्यारम्भळी लापुष्पान्नलिमेकावलीं . . .. . TL प्रसारिते 
पाणौ निधाय (K. pp. 233-234). 


. In the description of the festivities after the birth of the 
princes, Harsa and Rajyavardhana, Bàna paints in vivid colours 
the dancing of the courtesans and their singing a certain type of 


songs: विटानां कर्णाग्तान्यश्छीलरासकपदानि गायन्त्यः... ..पण्यविलासिन्यः SIG 
(HC. pp. 48). 


A reference to the Arabhati style of dance, to Rasa, and the 
movement Recaka, is made by Bana when he describes the whirl- 
wind: रेणवावर्तमण्डळी रेचकरासरसरभसारब्धनपैनारम्भारभरीनटाः (HG. p. 48), 
चटुल शिखानतेनारम्भारभरीनटाः (HG. p. 5!).* 


= References ‘to musical instruments are made frequently in 
Bana’s works. Some of the instruments that Bana mentions are: 


—— 


7, Ta. Priyadarsika, p. 6. 


_ 8. On Arabhatisee V, Ragh eT is’, 70 
360; VII, 37 ff. aghavan, ‘The Vrtüs', JOR VI, 
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Alingyaka, Venu, Fhallari, Tantripataha; Alabuvigi, Kahala, 
Muraja and  Dundubhi. These were used on different festive 
occasions like the birth of the princes, as accompaniments 
to the singing and dancing of ladies and for makin 
auspicious announcements. Many instruments were AE 


when king S'üdraka was taking his bath: अनन्तरमुदपादि 
च स्फोटयन्निव श्रुतिपथमनेकप्रहत-पठुपटहझछ्नरी सृदङ्ग-चेणुवीणागीत निनदानुगम्यमानो 
बन्तदित्ृन्द्कोलाहलाकुलो भुवनविवरव्यापी स्नानशङ्खानामापूर्यमाणानाम तिमुखरो घ्वनिः 


(K. pp. 32-33). This custom is corroborated by the Chinese 
traveller, Hiuen Tsang; he says: ‘When the king washed 
they strike the drums and sing hymns to the sounding of 
musical instruments. ’ ° 


Different types of songs like morning songs, Prabhata-mangala- 
gita: व्यर्थमिवन्ति प्रभातमजझलगीतय: (K. p. 9!), songs at confinement 
and delivery, sutikamangalagita: अनेकबवद्वाङ्गनारञ्धसूतिकामङ्गळगीतिका- 
मनोहर (K. p. 20) have also been referred to by Bana. Elderly ladies 
who were not widows sang songs which contained the names of 
the bride and the bridegroom, on the occasion of the marriage 
of Rajyasri and Grahavarman: सती भि; सुभगाभिः सुरूपाभिः सुवेशामि- 
रविधवाभिः सिन्दूरर्‌जोराजिराजितललाटाभिर्वधूवरगोत्रम्रहणयर्भाणि श्रृतिसुभगानि 
मङ्गखानि गायन्तीभिः (HO. pp. ।42-43), '° 


Besides this we hear also of Antalipurasangitaka. This was a 
musical concert and dance taking place within the ladies' apart- 
ments: महदाप्रासादकुक्षिषु कतिपयाप्तसुहृत्परिश्षतो वीणावेणुमुरजमनोहरतममन्त:पुर- 
संगीतक azar (K. p. 00). We come across other such instances 
when we hear of Candrüpida being followed by the maids of Kā- 
dambari who were good at playing flute, lute etc.: विनोदाथ वीणावादिनी- 
भिश्च वेणुवाद्यनिपुणाभिश्व गीतकलाकुशला मिश्र... कन्या भिरनुगम्यभानः-.. कीडापर्वेतमणि- 
मन्दिरमगात्‌ (K. p. 296). All the above types of songs were of a 
high order and suited to refined taste. 


9. Buddhist Records of ihe Western World by S. Beal, Vol. 
I, p. 77. | 
I0. Qf. also Meghasandesa, ang विरचितपद्‌ गेयमुद्गातुकामा | 
(Uttaramegha 25), 
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Among the several instruments mentioned by Bana, viga 
occupied a prominent place. The poet gives an elaborate des- 
cription of Mahüs'vetà singing to the accompaniment, of oid in 
front of Lord Siva at the temple near Acchodasaras. Attention 
may be drawn to the reference to the use of a plectrum for pluck- 


ing the strings of the vind : नखमयूखदन्तुरतया ग्रहीतदन्तकोणेनेव दन्तमयीं 
दक्षिणकरेण वीणामास्फाल्यन्तीम्‌ । (K. p. 22). 
The Nagananda gives a vivid description of the heroine Mala- 


yavati playing on the vind in front of goddess Gauri. The $loka 
here contains several technical terms on vizà playing: 


व्यक्तिव्यज्ननधातुना दशविधेनाप्यत्र लब्धामुना 
वि स्पशो द्रुत मध्यळम्बितपरिच्छिन्स्त्रिधायं लयः | 
गोपुच्छप्रमुखाः क्रमेण यतयस्ति्नोऽपि संपादिताः 
सत्वौघाचुगताश्च वाद्यविधयः सम्यक्‌ त्रयो दर्शिताः ॥ 
Š (Nagananda, TSS. edn., p. 56) 


Among the instruments played when S'udraka was taking his 
bath, jhallari is mentioned (K. p. 32). This is referred to by 
Bharata and classified under avanaddha vidya, ' the percussion 
instruments. The author of Sa/igita Rainükara gives us the des- 
cription of this instrument :'* 


qe: स्यात्पंचविशय्या देधे g द्वादशाढूगुला | 
अष्टादशाडूगुलिमिता परिधौ समविग्रहा ॥ 
सतूत्रकटकं रन्प्रद्वयं कण्ठे च विश्रती | 
चर्मणा नद्धवदना झळरी परिकीर्तिता ॥ 
वामहृस्तधुता सा च वाद्या दक्षिणपाणिना । 


The Tamil Lexicon gives the meaning as E») u : 
mentioned in the Tevdram: seien p (४७००७ (89.2) This alig 


Hiuen Tsang says in his travelogue that he list 
type of ‘barbarian music of the North! to the A A of 
many instruments. While the music of various instruments rose 
loud and although the airs were popular strains of foreigners, yet 


II. Nama Sastra, p. 430, s]. 3. ; 
2, Sangia Ralnakara, vol. III, pp. 48l-482, 
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they pleased the senses and exhilarted the mental faculties. ” २. 
We hear also of the * music of the conquests of Chin (Tsin) Wang 
ofthe Mahacina. Hiuen Tsang says that this was composed by 
his soldiers in commemoration of Chin-Wang's military achieve- 
ments by suppressing the rebellions and was got up as a musical 
performance with song and dance, " 


From the several references given above about drama, dance 
and music, it is possible to have a picture of the high place these arts 
had during the reign of King Harsa. The great patronage afforded 
to the fine arts increased the enthusiasm for cultivating and practis- 
ing them. Theappreciation of these arts by the royalty is fully 
revealed by the study of the works of both Bana and Harsa. How 
the royalty of the times took to the fine arts as a diversion at the 
end of their daily regal activities and with what amount of 
restraint they enjoyed the artsis fully brought out by the following 


statement of Bana: परिसमाप्तत्वादन्येषां एथिवीव्यापाराणां सिषेवे, न तु 
व्यसनितया (K. pp. 00-0!). 


3. On Yuan-chwang’s travels in India by Thomas Watters, 


Vol. I. p. 74. . 
4. Ibid. pp. 348-350. 
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विदितमेव एतद्विव्वषामेव विदुषां यद्भारतीयग्रपचचे काव्येषु छोकोत्तरानन्द्सुधास्यन्दिषु 
इस्यकाव्यानां सविशेषो महिमा किलाज्ञी क्रियते, " काव्येषु नाटकं रम्यम्‌ ” इति सहृदयः 
afta: | तत्रापि रूपकनिर्मातूषु कविवरेण्यः कालिदास एव निरुपमो भवति इति 
सर्वसम्मत, यतः प्रकटीकरोति स कविकुलगुरुः स्त्रनाटकेषु न केवलं गुणालङ्कार भूयिष्ठरस- 
सारभूतवणेनाप्राचुये, साङ्गथयोगगीतनाटयादिशास्नकोविद्त्वं, साथेगम्भीरसुर्छिटललित- 
पद्युक्तपद्यरचनाकौशरूं, अपि च रसिकजनमनस्छु अतितरां चमत्काराङ्कुर नुत्पादयतां 
सुख्यासुख्यपात्राणां निर्माणचातुर्यं च । eruere स कविः न केवलं रूपशिल्पयोरद्वितीयां 
माळविकां, अळड्कारस्याप्यलङ्करणात्मिकां मारस्य छुकुमारप्रहरणभूतां Taal, अव्याजमनोहरां 
gaunt diate शकुन्तलां, अपि तु विमदेसौरभ्योपपन्नां वकुलावलिकां, रतिकथा- 
चतुरां चित्रलेखा, मधुरभाषिणी प्रियंवदां, भ्रक्ृतिगम्भीरां अनसूयां च । नीचभूमिका- _ 
स्वन्तर्भवन्त्यपि न भजन्ते कारिदासीयनाटकेघु चेटीपात्राणि अमुख्यतां पश्चिमभावं वा | 
छायेव स्वस्वनायिकाः अनुसरन्तः तासां परभागं हृद्यहारित्वं च परिपोषयन्ति | यतः 
कारिदासेन त्रिष्वपि रूपकेषु सार्थाभिधाना आनन्दास्वादजननकारणी भूताः चेटथ: चित्री- 
कृता; | अतिकृच्छ्रावस्थां गतापि तत्र प्रकाशमाना विम दितवङुलावल्योषमिता बकुलावलिका, 
Teen: कोमुदिकाज्योत्ल्लिकाचन्द्रिकाश्च, चातुर्योपपक्षे निपुणिकाचतुरिके, वासन्तिक- 
शोभाद्योतिके परम्रतिकामधुकरिके, दाक्षिण्योपपन्ना नागरिका, उवशीचन्द्रे अचुसरन्तीव 
चित्रा चित्रलेखा, असूयारह्विता अनसूया, प्रियालापिनी प्रियंवदा, चाश्चल्याश्चिता 
तरलिका, हेमकूटशिखराभरणभूता सानुमती च | 


कालिदासौयरूपकेषु अग्रधानस्रीपात्राणि = 


चेरी: अधिकृत कृतं कालिदासीयनाटकपरिशीळनं हृढीकरोति सावेजनीन अभिप्राय 
थन्मालविकामिमित्रमेव तत्रभवत: महाकवेः प्रथमं रूपकमिति | महाकवेः प्राति स्विक- 
निर्माणप्रदुर्भावप रिचायके आदिमेऽस्मिन्‌ नाटके दश चेटयः निर्मिताः, यासु इरावद्याश्चेटयौ 
माधविकाचन्द्िके अन्येनिदिष्टे न ठु दष्टे। धारिण्या: परिचारिका नागरिका एकवारमेव 
-इरावत्ये घारिणीसंदेशहारिणी इति निर्दिष्टा | अपि च सुग्धनायिका मालविका कविना 
पराधीना tera चित्रिता । अनन्तरे सविशेषचमत्कारास्वादोद्वोधके त्रोटके बहुचेटी- 
निर्माणदोषं परिहृ दिव्योवेश्याः चित्रलेखा, मानुष्या; औशीनर्या: निपुणिका, इति È 


* A paper read on the “ Kalidasa Day" celebrated by the 
Sanskrit Academy, Madras, on l0th Oct. 959. 
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चेव्यावेव चित्रिते कविना। उत्कृष्टालौकिकानन्ददायित्वेव कालिदासप्रतिभाया: सीमान- 
मधिरूढे चरमे नाटके शकुन्तलाया: हस्तिनापुरगमनान्त सखीभाव भजन्स्यौ परस्पर- 
विलक्षणगुणोपपक्षे अनसूयाप्रियंवदे सविशेषे MAT । पश्चादूदूरीकृतलौकिकास्थिरकामाया: 
अमानुषीत्वप्राये गमितायाः शकुन्तलायाः अनुरूपतया दिव्यापि मानुषभाववोधकशक्त्यों- 
पेता सानुमती. सखीमावे प्रापिता । : 


कालिदासीयनाटकनिद्दिष्टा: सर्वा; परिचारिण्यः तरुण्यः लावण्योपेता: वाचालाश्च | 
सेवास्वीकृतावपि राजकुले अन्यत्र च इमा आल्य: नेव वरिवस्यां.भजन्ते यदन्ये परिजनाः ; 
wafer: प्रतीहायेश्व तत्कर्मणि नियुक्ताः । पूवेनिर्दिष्ठास बह्वीषु चेटीपु काश्चन प्रमदवन- 
पालिका:, अन्याः काश्चन शुद्धान्ते चेटीभाव गमिताः, इतराश्च नायिकानां प्रियसख्य: । 
विषयग्राहकशक्त्या वाचालतया नायिकाझुत्सश्सेवाव्यापृततया च परस्परसंमेलनावसरे 
स्वीयां वहुज्ञतां प्रदर्शयन्ति ; ततश्च अनेके मुख्यकथाविषयाः व्यक्तीभवन्ति। एवं 
कौधुदिकावकुलावलिकयोः संवादेन चित्रनिर्मितां माळविकां दृष्टा तदांकृटह्ृदयोमिमित्र 
इति ; समाहितिकामधुकरयोः भाषणेन जातविज्ञानसंघषों गणदासहरद्त्तौ, शिष्याया 
माळविकाया गुणविशेषेण गणदासस्येव अतिशयः इति ; चित्रलेखासहजन्ययोससंवादेन 
राज्ञा पुरूरवसा सह गतायाः विद्याधरकन्यकां कामपि प्रेक्षमाणाय राज्ञे कुपिताया गुरुशाप- 
संमूढायाः. कुमारवनं प्रविष्टाया sae रुतामावश्षेति ; प्रियंवदानसूययोः संभाषणेन 
दुष्यन्तशकुन्तलयो: गान्धबैविधिना उद्वाहः, तद्नन्तरं राज्ञः हस्तिनापुरगमनं च इद्यादि 
मुख्या विषयाः स्फुटीभवन्ति । त्रिषु नाटकेषु चित्रितासु बह्वीषु परिचारिकाछु माळ- 
विकामिमित्रे निपुणिकावकुलावलिके, विक्रमोवेशीये चित्रलेखानिपुणिके, अभिज्ञानशाङुन्तले 
अनसूयाप्रियंवदासाचुमत्यः प्राधान्यं भजन्ते | 


मालविकाम्िमित्रे अमिमित्र एक एव ऐतिहासिकपात्रम्‌ , इतराणि पात्राणि कविकल्पि- 
तानि । एवं कविना सृष्टेषु वकुलावलिका अन्यतमा । भेमाकुरितचित्तत्वे चाटुवचनोक्तौ 
नर्मालापे च चित्रळेखाग्रियंवद्यो निंदशेनीभूता एषा बकुलावलिका । यथार्थाभिधाना सा 
सर्वग्यापकामोदे हृदयज्ञमत्वे TTBS च वकुलपुष्पमालां विडम्बयति | स्फुटीकरोति 
चेदं खिन्नमनाः Fre सालविकाया वकुलावलिकया सह भूशहनिगडवन्धन श्रुत्वा 
अग्निमित्रः, यः तगोश्रमरपरस्वतौ उपमां इत्वा वर्णयति “ मधुरस्वरा पर्वता अमरी च 
वितुद्धचूतसज्ञिन्यौ xf । तस्याः qed सेवादाक्ष्यं च विशदीङृतमादायेव 
प्रस्तावनायां स्वोपमानतया तां वणेयता सूत्रधारेण-- 


दिरसा प्रथमगुद्दीतामाज्ञामिच्छामि परिषदः क्म्‌ | 
देव्या इव घारिण्याः सेवादक्ष: परिजनोऽयम्‌, U इति। 
4 
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स्तौति च नर्मसचिवः गौतमोऽपि तस्याः कर्मनिवेहणसामथ्य adits च 
सोल्छण्ठनोक्तथा | स्वार्पितमदनसन्देशां वकुलावलिकां अधिकृत कामयमानावस्थेन 
अभ्निमित्रेण ge: कार्यान्तरसचिवः वदति हि--“ किमिंदानीमेषा दास्या दुद्दिता तव 
शुरुक सन्देश विस्मरति + अहमपि तावन्न विस्मरामि ” इति। ब्रवीति चान्यस्मिन्न- 
चसरेऽपि दोहद्निवितेनानन्तरं वचनावसरपूर्वकं प्रवेष्कामस्य अमिमित्रस्य हेतोः, “ वकुला- 
वलिके, गृहीतार्थया त्वया अत्रभवती इद्रामविनयं कुवती कस्मान्न निवारिता १” इति। 
स्वप्रज्ञायां मेधाविलासे च सविश्वासा सा, “ विमद्सुरभिः बकुलावलिका खल्वहम्‌” इति 
शिष्टचाट्क्तचा परेषां कृच्छावस्थायां साह्मकरणसामर्थ्यं THe च अभिव्यनक्ति। अत 
एव मालतीब म्लायमाना राजनि संजातानुरागा मालविका कृच्छावसरे “ त्वै तावदू दुर्जाते 
ममासन्तसद्दायिनी भव” इति तस्याः साहं प्रार्थयते | 


शीलरूपादिशालिनी सा प्रसाधनकलायां विशेषतश्चरणाळंकारे अभिमित्रेण शिक्षिता 
भभिविनीताऽस्ति । तृतीयेऽङ्के तपनीयाशोकस्य दोहदनिव॑तने नियुक्तया प्रमदवने 
तदर्थमुपस्थितया माळविकया सह कृतालापा सा स्वत्राक्चातुर्य प्रकृतकार्यसाधनक्षमत्व॑ 
प्रतिमायुक्तनमे ेषोपयो a प्रकाशयति | '' अचुरागोऽचुरागेण sedem इति 
सुजनवचने प्रमाणीकुर इति वाक्येन स्वस्याः सरसहृद्यत्वं, धारिण्याः भीताया 
साळविकायाः प्रोत्साइनावसरे “ मुग्धे ञ्रमरसंपातो भविष्यतीति वसन्तावतारसवस्वं 
किं न चृतप्रसवः अवतंसयितव्यः 27 इति प्रागल्भ्यं, स्वस्याः कामोत्कण्ठाभिव्यक्त्यथ 
AAMAS PETI TT “हला एष ते उपारूढरागः उपभोगक्षमः पुरतस्ते 
वतेते ” इति नर्मालापकौशलं गुगालङ्काररससारभूतव्य्राहदरश्रागतभ्यं च व्यञ्जयति | 


मालविकासक्तहदया तस्यां गाढं प्रणयं aa वकुलावलिका तस्याः wu gf 
कृच्छी भूत दूज्ञीमावमभ्युपेति | मालविकासिमित्रयोर्भावं स्वयं सम्ययुन्नीय साह्यं करोति 
HT HA तित्व-सरसभाषण-कार्य साधनक्षमत्वादि: दूतीसमुचितसकलगुणगणसंयुता सा | 


“ उभयोर्भावमुज्नीय स्वयं वदति चोत्तरम्‌ । 
Shes कुरुते काथं निसष्टार्था तु सा eur ü” 


इति दर्षेणकारमतानुसारेण योग्या निसष्टार्था दूती चेयं वकुलावलिका Qet 
Radi प्रमदवनमुपस्थिताया नायिकायाश्चरणालङ्कारप्रस्ाबसुपलभ्य सा चाद्या | 
तस्याः राजन्यनुराग भावज्ञानप्रस्तावप्रत्याख्यानयुक्तोत्तरदानादिभिः चित्रेरपायेः सुदूरमारो- 
पयति | स्थाने ख = तस्या अधीनमर्पेयति मालविकाकृष्टह्दद्यो राजा अग्निमित्रः 


भावज्ञानानन्तर्‌ प्रस्तुतेन प्रत्याख्याने दत्तयुक्तोत्तरेण | 
बाक्येनेयं स्थापिता स्वे निदेशे स्थाने प्राणा: कामिनां दूत्यधीना: ॥ 
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aera निपुणिक्राऽपि तदुषदेशं निर्विकारमनसोऽपि उत्युकताजनकम्‌ । अभिनन्दति 


च इरावती असपेयुक्तापि “' वकुलांवलिके ! दिष्टया दूत्याधिकारविषया संपूर्णा ते 
प्रतिज्ञा” इति। i 


मालविकामिमित्रविकमोबेशीययोश्वित्रिते इरावत्यौशीनर्योश्वेटयों निपुणिके शीळे 
शिल्पे चातुर्य Ty स्वभावे < सहशे नाऽपि वकुलावलिकाचित्रळेखे इव मुख्ये किन्तु अप्रधाने 
एव। “ निपुणिके, सज्ीतव्यापारमुज्झित्वा m प्रस्थितासि ?? इति माणवकानुयोगेन 
ओशीनर्याश्चेटयाः गीतवाद्यरत्तादिकलानिष्णातत्वं अभिव्यक्तमेव | तथा इरावसयाञचेव्यपि 
Aa वाकचातुर्ये च अतिशेते | दोलाधिरोहणे कृतसङ्केता निपुणिकाद्वितीया इरावती 
यदाऽमिसित्रं न पश्यति, किन्तु अशोकपादपच्छायायां वकुलाव लिकानिषेर्तितचरणा- 
sgi माळविकां, तदा सा वदति 'अवलोकयठु AAA, चूताकुरं विचिन्वत्योरावयोः पिपी- 
RaRa इति | भममनोरथयोः अन्यसँकान्तहृदयवक्रभयोः भडिन्योवेरिवस्यां अभ्यु- 
पेतवत्योः तयोः स्वभट्विन्योः स्थिरा भक्तिः, कामतन्त्रसचिवे प्रतिपद्‌ कोपश्च । तं च 
प्राप्तावसरे ते कामं निन्दतः | समुद्रशहालिन्दे शयानस्य प्रसन्नमुखवर्णस्य निर्गतविषविकारस्य 
गौतमस्य निर्देशावसरे इरावद्याश्चेरी, “भट्टिनि, एष द्वारोद्देशे समुद्रग्रहस्य विपणिगत इव 
वलीवदेः आर्यगौतम आसीन एव निद्रायते” इति वदति। त्तदनन्तरं :यदा स॒ हताश: 
कितवो ब्रह्मबन्धुः इरावतीमतिक्रामन्ती मालविकामुत्स्वप्मायते तदा स्थाने सा चेटी 
तस्योपरि qsa पातयित्वा भीषयति। तथा विकमोवेशीयेऽपि वलभीस्थमाणवकं 
काशीराजपुञ्या अर्पितसंदेशा निधुणिका चित्रस्थमर्कटेन तुल्यति । “स्वहृदयगाम्भीर्या- 
भावे guasa इव हिमकणः राजरहस्यं आर्यमाणवके चिरकालं गुप्त स्थातुसशक्यं, 
अतः स सरसतया वश्चनीय:” इति विचिन्वती निपुणिका स्वशक्ती वि्तम्भमुन्षयन- 
सामर्थ्यं च प्रकटीकरोति । तथा “ दोलाप्रश्रश सरुजचरणा धारिण्येव मालविकामशोक- 
दोइदाधिकारे नियोज्य भनर्षनूपुरयुगळघारणमपि अन्वमन्यत”? इति मदेन masa 
इरावत्यै garer निपुणिका स्वाचुमितिकौशळं व्यनक्ति | 


सरसभाषणप्रगल्भा तत्रभवल्या उर्वश्याः. प्रियसखी सुराङ्गना चित्रलेखा कालिदास- 
्रतिभोतपन्ना अपूर्वा af: हासपेशलसंक्षिप्तवचनेः त्रोटकऱ्य हास्यरसमुपस्कुवेन्ती नाटकीय- 
वस्तु परमुपकरोति | व्यनक्ति च स्वस्या: साथंगौ रंवसंक्षिपोक्तिमत्त्वं प्रथमेऽङ्के " त्रिदशविरो- - 
धिनो हताशा: ART: दयाङना इन्द्रत॒ल्यप्रभावेन राजर्षिणा पुरूरवसा श्रतिहृता:” इति 
रक्तिमापन्नायै sià निवेदयन्ती, वर्णयति पुरूरवसः प्रभावपराक्रमादीन्‌ निखिलान्‌ 
शुणान्‌ “ इन्द्रतुल्यप्रभावेन ”; “ राजर्षिणा? इति द्वाभ्यामेव पदाभ्याम्‌ । भनन्तरं 
निम्नोन्नतभूप्रदेशावतरणवेलायां रथसंक्षोमाजाताजसज्या सत्राया प्रियसख्या 
“ किमपि परतोऽपसर? इति कृतायां याचनायाँ सा राजनि SHA; प्रणमप्रसरे जानती 
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“नाहं शक्तोमि ” इति सब्याजस्मितोपयु wi वाचमाददती प्रियसख्याः Bert, 
स्वस्याः सहृदयत्वं, उपहासशीलतां च बोधयति । दृढीकरोति च तमेव स्वभावं मुक्ता- 
भरणभूषितां नीलवस्त्रपरिम्रहां अभिसारिकावेषां प्रियसखीं अभिनन्दन्ती “नाखि मे 
वास्विभवः प्रशंसितुम्‌ ; इदं ठु चिन्तयामि, अपि नामाहं पुरूरवा भवेयम्‌ ? इति वचनेन | 
व्यनक्ति च, तस्या रतिकथाचातुयै कार्याकायेज्तत्वं Teale चोवेशीगतचित्त: कामयमाना 
TA: पुरूरवा: | 

हम्येऽस्मिन्नवतीर्य साध्वसवशान्मन्दायमाना बला- 
दानीयेत पदात्पदं चतुरया सख्या ममोपान्तिकम्‌ | 


इति विचारयन्‌ i 

सुरलोकवासिनी अप्सराश्च सा दिव्यप्रभावेन उपस्कृता भवति। स्वहृदयचोरस्य 
चेष्टितानि विनोदस्थानं च जिज्ञासोः उषया हेतोः प्रणिधानमुपयुज्य पुरूरवसः अन्यः 
नायिकाविष्टचित्तत्वं दर्शयन्ती चित्रलेखा उवंशीगतप्रीति लाघवे च प्रकटयन्ती PNTA 
सखीसुपहसति तावत्‌--“ हला, एष मनोरथळब्धप्रियासमागमसुखमचुभवन्नुपभोगक्षमे- | 
इवकाशे तिष्ठति |? इति । अप्सरोव्यापारपर्यायेण सूर्यसुपतिष्ठमाना सा | 
उवेशीगत निखिछत्रतान्तं ज्ञात्वा वळवदुत्कण्ठिता भवति | ज्ञानाति सह Sagat रूपयो पिनीं 
तिरस्करिणीं बृहस्पतिना उपदिष्टा असुरालददुनीयामपराजितां नाम शिखावन्धनीं विद्यां च | 


दिव्याइपि चित्रलेखा मनुष्यभावसंवेदने, कार्यान्तराथं मर्त्येलोकावतरणे च, 
MEAS दृश्यमानाया: सानुमत्या: निदर्शनीभूता। अलव्धसंज्ञाया वलवत्‌ त्रासिताया: 
प्रियसख्या मचुष्योचितमधैर्य सोपालम्भम्‌ “ अनप्सरेव प्रतिमासी”ति Rec | तथा 
स्वोयाजुरागसूचकं भूर्जपत्रं पठित्वा पुरूरवाः किं भणिष्यतीति संवितकाये shat राज्ञः 
अन्तःपिद्वितमद्नविकारः कमलनालायमानेरज्रैभणित इति, विदित नियमो पवास वेषा 
औशीनरी चिरं न स्थास्यतीति च मन्त्रयमाणा सा मत्येलोकवासिनां भावावस्थाज्ञानं स्फुटी- 
करोति | Sagat मनसि शान्तिसंपादनाय अन्यनायिकामुरधदृदया नागरा भार्यायां सुतरां 
अनुकूलाः चाटुवा दिनश्व भवन्तीति ब्रुवाणा सा लोके कामिनां अविश्वसनीयत्वं दाक्षिण्यं 
3- द्योतयति | परिचितमनुष्यमानसस्वभावा सा पतिपरायणया महिष्या अभ्यनुज्ञातः 
suum: प्रियेण wg संगमः frome: भविष्यति इत्यभिप्रैति । “afa amd- 
सिद्दि समाश्वसिद्दि । कथमुच्छूसितमात्रसंभावितजी विता अद्याप्येषा data लभते? 
इत्यादिवाक्ये: उवेशीविषयकं हृदूगतं गाढं प्रणयं ज्ञापयति । qana दवितीयेऽद्े 
" कुत्र eg अनिर्दिष्टकालं wat"? इति ५च्छन्त्या shen: a अपरमिव हृदयः | 
मासीदिति तस्याः विज्लम्भभाजनस्व प्रकटीकृतम्‌ । समये च उर्वशीकृत विचारमचुमोद- | 
माना सा स्वदाकषिण्यं भृशमेव सूचयति । उवंऱ्या: पुरूरवसा सह सति विप्रयोगे तस्याऽपि | 


F 
g 
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पीडितत्वप्रकाशनेन श्रियसखीसमुचिते सहाजुसूतिमत्त्व सुखदु:खसहभागित्व प्रीति- 
prs च स्फुटमवगसयति। अथमाइब्वितीयाइयो: समाप्तौ च राते स्वाभिम्राय विज्ञाप 
नाय उवंशी चित्रलेखामेव नोदयति | एतेन तस्याः साह्य अर्थसंसाधकत्वं Rasia च 
द्योत्यते | महाराजे “ane ते प्रियसखी ति एच्छति, “ ननु प्रथमं मेघराजिईरयते 
TRga R वदन्या तया वाक्षेलिनेपुण्ये मधुरालपित्व॑ च द्योतितम्‌ प्रकटीकरोति 
बणनाचातुर्य यमुनासङ्गपावनेषु गज्ञासलिलेषु प्रतिविम्बित प्रतिष्ठानस्य चुडामणिमिव संस्थितं 
राजभ्रासाद परिवर्तितमिव कैलासञ्चिखरं, नन्दवनसुन्द्रं तत्रमद्वनं च वर्णयन्ती । 
* निम्न ततरं भीषणं मदने Ser ग्रियतमस्य ते qata eur" इति तद्वचनेनेंव हचित- 
दौत्याभ्युपगम: स्फुट एव । कलाकौशळं उत्साहो भत्तिश्रित्तततता स्मृतिः नर्मविज्ञानं 
वास्मितेत्यादि दूत्युचितशुगणोपेता सा wat पीडितयोरनायिकानायकयोः अवस्थां निरूप्य 
मेलने संघटयति । प्रथमाङ्क एव लताविटपलमरवैजय न्तिङामिषेणोपसरपन्छ्या saa 
“ सखि चित्रलेखे, मोचय तावदेनामि? fr कृतायां याचनायां, "cd wq SA सा, अश- 
क्या मोचयिलुमि”ति eae हृदयस्थमभीप्सितं परिज्ञाय वक्रवचनेनोपहसति | इत्यं 
प्रियंबदाया मधुरालापि्वं, अनसूयाया THs, वकुलावलिकाया उचितदौत्यं, सानुमत्या 
माजुषत्वयुक्तदिव्यत्वे च आत्मनि wer प्रियसखीसमुचितसकल्गुणसंयुता चित्रलेखा 
बभूवेति edt लक्ष्यते सहृदयैः त्रोटकस्यास्य पर्यालोचनेनेति | 


शङुन्तलाया अगाधल्नेहयात्रभूते परस्परविलक्षणशुणोपपन्ने सहचयों अनुपमे अन- 
सूयाप्रियंवदे कविसावंभौमस्यान्तिमे नाटके सविशेष शोमेते। किं aga, नेताइशं 
नायिकायाः असाघारणशोभापरिष्कारं कुवत सखी मिधुनं व्युत्पित्सूनां व्युत्पत्तिमनु विनोदावहं 
व्युत्पन्नानां चेतोहरं द्वितीयमस्ति अन्यस्मिन्‌ क्रचिज्ञाटके । स्थाने खळ अभिप्रैति 
सहृदयः प्रेमाङुरितहृदयः दुष्यन्तः 'शशाइलेखाशकुन्तला विशाखासस्यो्मष्ये अतिशयित- 
शोमामुद्रहती”तिं | आदावेव काव्याथंसूचिकायां नान्द्या थे द्वे काळं विधत्तः’ इति सूचितयोर- 
नयोः प्राधान्यं सुव्यक्तम्‌; यतः बोधयतः ते एव सख्यौ AAT आमन्त्रयस्व सहचरम्‌, 
उपस्थिता रजनी” ति मदनसन्तप्ताये शकुन्तलाये गौतमीं शारीरशृत्तान्तोपलम्भार्थमागता- 
मिङ्गितेन ; शापान्तं च “यदि नाम स राजर्षिः प्रभिज्ञानमन्धरो भवे दित्यादिना । 


आकर्षतश्च तारुण्येन लावण्येन च मनो दुष्यन्तस्यापि स्त्रीरलपरिभाविन: | “अहो मधुरः 
मासां दर्शनम्‌’, “अहो समवयोरूपरमणीर्यं भवतीनां सौहाद इति खळ स वदति। नेतदा- 
अर्य यद्धोजनपरायणः मोघदृ्िः माढव्यःते शकुन्तलासदशल्ावण्ये मन्यते, भोः इदानीं frat: 
तत्रभवत्यः इञ्यन्ते | सर्वाश्च salar: | कतमात्र तत्रभवती शकुन्तला' इति वचनेन । 
द्योतयति तासां यौवनं विवाहयोग्यतां च तातकाश्यपः, “वत्से इमे अपि प्रदेये। न 
युक्तमनयोस्तत्र weg मित्यनेन । आश्रमवासिनावपिं लब्धप्रागल्श्ये कामतन्व-इतिहास- 
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पुराणादिनिवन्धनेषु प्रसाधनकलायां चित्रकर्मणि च व्यवहारज्ञानेन प्रविचारेण च कामयमा- 
नावस्थां शकुन्तलायाः सखीमण्डनं वनस्पतिदत्तालङ्करणेश्च जानतः, “सखि अनभ्यन्तरे 
wg आवां मदनगतस्य वृत्तान्तस्य । किन्तु यादशी तिहासनिवन्धेछु कामयमानानामवस्था 
श्रूयते meat wu “' अनुपयुक्तभूषणोष्यें जनः | चित्रकर्मप रिचयेनाज्ञेषु d 
आभरणविनियोगं git: | ” 
द्योतयति आश्रमवाससदशमव्याजप्रेम नायिकायां ग।ढतयानुप्रविष्टहृदययोः सख्योः 
सकुन्तला निक्षित चूतशाखावलम्बिते नालिकेरसमुद्रके कालान्तरक्षमा केसरमाछिका, 
«ल्लिग्घजनसंविभक्त हि दुःखं सह्यवेदनं भवति ” इति तासां उक्तिश्च। “प्रष्टा जनेन सम- 
दुःखसुखेन वाला नेयं न वक्ष्यति मनोगतमाधिहेतुं ^ इति टृपवचनेन च तासां प्रियसखी- 
समुचित सहानुभूतिमत्त्वं सुखदु:खसहभागित्वं च स्फुटमवगम्यते । शाङुन्तलाविरहितं 
तपोवनं झत्यमिव qsa= आश्रमप्रवेशमपि wd न क्षमे | वस्तुतः शकुन्तलागतल्लेदपाश 
एव विलक्षणगुणोपपनषे ते संयोजयति। नायिकाविषयभ्रेमाविभविऽपि तासां वैलक्षण्यं Epe- 
मेव । मातृस्थानीया अग्रजेव वात्सल्यं वषति अनसूया, नवमालिकाकुसुमपेशलां शकुन्तलां 
आलवालपूरणे नियोजयितारं तातकाइयपमपि निन्दति च । अंन्यस्मिन्नवसरेऽपि प्रकृतिवक्रस्य 
कोपाविश्स दुर्वाससः शाप जानती प्रियंबदाचापलं च तस्ये निवेदय ति“ प्रियंवदे, योरेव नौ 
मुखे एप तततन्तसित्ठतु। रक्षितव्या ag प्रकृतिपेळवा सखी” इति | विक्रमोवेशीये चित्रलेखा 
पुरूरवसभिव प्रार्थयते मातृवत्सळा अनसूयाऽपि दुष्यन्तं, “ यथा नौ प्रियसखी वन्धुजन- 
झोचनीया न भवति तथा निषे!” इति । शङुन्तलाऽपि सगौरवज्नेहयुक्ता कार्यसाधनक्षमां 
निसरीगम्भीरां अनसूयामेव आपन्नावसरे साह्यं याचते। get अतिपिनद्धवल्कळं शिथिल- 
fg, असंब्रद्धरलापिनीं (am आर्थगौतम्यै निवेदयितुं, चरणाद्‌ दर्भाङ्कुरम्‌ 
अपनोदयितुं, छताविटपलम्नवल्कल विमोचयितु च, तामेव संबोधयति । किन्तु तयोमंध्ये 
सरसहृदयां नर्मालापां हासोपयुक्तां प्रियंवदामेव शकुन्तला काइक्षति । वाक्चतुरा 
प्रियालापा सा सख्या लोभनीयं यौवनं अनुपमं रूपं च प्राप्तावसरे चाइक्त्या 
वर्णयन्ती तस्या मनः आकर्षति | “ हला see, तावन्सुहूते तिष्ठ, यावत्त्व- 
योपगतया रतासनाथ इवायं Faces: प्रतिभाति? इति que; प्रियंवदायां 
“अतः खळ प्रियंवदासि a” इति ag उत्तरयति शकुन्तला | नेतदाश्चयं यदाश्रमात्‌ 
ग्रस्थानावसरे शकुन्तला तामेव स्मरति,“तात इत एव किं प्रियंवदानसूये सख्यौ निव तिष्येते |” 
हरति च प्रसभं भावविव्ा वाक्केलिनिपुणा प्रियंवदैव उत्कण्ठितस्य दुष्यन्तस्थ 
मनोऽपि | “ प्रियमपि तथ्यमाह शङुन्तलां प्रियंवदाः, “ अवितथमाह प्रियंवदा ” इति 
aean: तस्याः Gea ग्रियाळापमिश्रतथ्यवचनं अभिनन्दति “ अनसूये गतवती वां 
सहधर्मचारिणी”, “ अनसूये अलं रुदित्वा। +g भवतीभ्यामेव स्थिरीकतेव्या शकुन्तला | 
इसनेकशः संवोधयतः संयमधनस्य निसर्गंगभी रस्य pi: अनतूयाकाडूक्षत्वं स्फुटमेव | 
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समीक्ष्यकारिणी समाहितचित्ता कर्मक्षमा चानसूया औचित्यस्थ मर्यादामनुसरन्ती 
अतिथिविशेषं यथाहं सत्कृल तस्मै शकुन्तलागतं निखिल वृत्तान्तं कथयति । स्वगाम्भी- 
याचित विप्रन्निका गान्धर्वविधिना निर्वत्तविवाहां अनुरूपमतृगामिनीं शकुन्तलामधिकृल 
निश्वतहृदयापि स्थाने खळ संशयिताऽस्ति दाक्षिण्योपपन्नं दुष्यन्तं अन्तःपुरस्त्रीसमाजमिछितं 
प्रति | किन्तु ळघुहृदया सरससङ्लापा प्रियंत्रदा ताइशे दुष्यन्ते वश्चनाविस्मरणादिकिं न 
कल्पयति यतः तस्य रमणोयाङृतिः सौजन्यकुलीनतादिसहकृतमेव मन्यते । संभोग- 
योग्ययोः शकुन्तलादुष्यन्तयोर्सम्मेलनं घटयित्वा उत्सुकस्य सृगपोत कस्य हेतोः सह अन- 
सूयया अपसरणेन सा समयानुसारमाचार ज्ञापितवती | इत्थ विलक्षणगुणोपेते नाविका 
प्रति स्वार्थनिरपेक्षप्रणयिन्यौ सख्यौ अजुपमे नाटकीयवस्तुसूचितेन स्वकार्य निर्वहणेन 
सामाजिकान्‌ अद्धा संभावयत: | 


शाकुन्तले षष्ठाङ्क एव Ta हेमकूटशिखरबासिनी सानुमती माळ विका ्निमित्र विक्र- 
मोवेशीययोः चिन्निते निपुणिके इव अप्रधानेव । तद्गतो विशेष एष एव, यत्‌ सा शक्कुन्तलां 
छायेव नैंवानुस़तवती तया सह न च इऱ्यते; यतः ताइशी सखी दुष्यन्त निराकरणानन्तरं 
विरक्ताया नियमव्यापृतायाः स्वार्थनिरपेक्षायाः शकुन्तलायाः नापेक्षिता। मेनकाशकुन्तल्यो- 
बद्धभावा सा मेनकायां भक्तिमाद्रं.च भजन्ती शकुन्तलाया द्वितीयमिव हृदयं भाति | 
“सांप्रतमस्य राजषेरुदन्त ग्त्यक्षीकरिष्यामि मेनकासंवन्धेन शरीरभूता मे शकुन्तला” 
* तया च दुहितृनिमित्तं आदिष्टपूर्वास्मि, “ अस्ति मे विभव: प्रणिधानेन सर्व 
परिज्ञातुं, किन्तु सख्या आद्रो मया मानयितव्यः” इत्यादिवाक्येः मेनकागतमादरं 
प्रकटीकरोति । “ लतासंश्रिता द्रक्ष्यासि तावत्सख्याः प्रतिकृति ”, “ जाने सख्यभ्रे 
Saga", “ असंशयं सखीमेव हृदये इत्वा निन्दितोऽनेन भात्मा ? इस्यनेकशः सा 
निर्दिशति सखीं शकुन्तलाम्‌ | 


पश्चात्तापतपतहृदयस्य भएुषेहुमुखमचुरागं शकुन्तलाये निवेद्यितु तयो द्वितीयसम्मेलन- 
मुकूलयितुं च मत्येलोक॑ प्राप्ततती aged चित्रलेखेव मजुष्यभाव सम्यस्जानाति। 
मत्येलोकवासिनामुत्सवभियत्व॑ जानती सा स्फुटीकरोति स्वज्ञाने मर्त्यछोककामिजनेु 
दाक्षिण्यं तदभिनन्दनं च, “ अन्यसंक्रान्तहृदयोऽपि प्रथमसभावनामपेक्षते शिथिल- 
सौहद:” इत्यनेन । “ भवितव्यता ag बलवती”, “ नन्वीह्णानि तपस्विनीमागधे- 
यानि”, “ रमणीयः खळ अवधिः विधिना विसंवादितः” इति वाक्यैः मनुष्यो चितं 
माध्यस्थ्यं निरपेक्षत्वं अनतिक्रमणीयदेवाधीनत्न च सा प्रकटयति | एवं लौकिकभावावस्थां 
जानती अलौकिकी सानुमती लौकिकालौ किकसंबलितम्रेमोपेताया: शकुन्तलायाः उचिता 
सखी भवन्ती लोकिकालो किकरभावायाः कालिदासप्रतिभाया एवं निदर्शनमिव भाति N 


न 
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PRODUCTION OF KALIDÁSA'S PLAYSIN ANCIENT INDIA* 
B 
Dr. V. Raghavan 


In the great classical ages the Sanskrit drama was written 
to be produced on the stage. This is clear not only frem the 
Prologues to the plays and the several indications in the body of 
the plays themselves, but also from the considerable technical 
literature on stage 2nd production which exists and from the 
descriptions and allusions to the staging of plays in general 
literature. Kalidüsa's plays contain many evidences of the 
dramatist's love for the stage and his proficiency in the technique 
of the Sanskrit stage. A playwright's knowledge of the stage 
was no doubt a great assct so far as the stageability of what he 
wrote was concerned; but there was very much more to be done 
before the written play was presented on the stage. 'The burden 
of this production rested with the Stage Manager or leader of a 

` troupe of players, called the Sutradhara. The Natya Sastra gives 
a long list of qualities which go to make up his all-round 
equipment and his familiarity with the literary material, the song, 
the make-up and the eM a. In fact, as his name signifies, on 
him rested the whole thread and continuity of the performance. 


Apart from the Sūtradhāra and the actors proper, the most 
prominent among those on the stage were the musicians. There 
were vocalists and diverse instrumentalists supporting the 
production with their art which formed an integral part of the 
Sanskrit drama. Kalidasa was himself, as his poems and plays 
show, quite conversant with the intricacies of music. Apart from 
the verses that he himself wrote in the body of his plays for being 
sung as part of the theme, e.g. the Hamsapadika’s song in the 
opening of. Act V of the Sakuntala, the composition of Sarmistha 
to be sung and danced by Malavika or the lyric on the summer 
season in‘ the Prologue to the Sakuntala, there was a good deal 
of music all through the performance. This music was added 
by the musicians and composers of the performing troupe. The 
musical pieces were called Dhruvüs and were added to the 
text by the stage-composers. Taking the cue from the 
poet's text, the stage-musicians composed these songs at specific 


* Recently the A.I.R. obsorved tho ‘Kalidasa Day” and as part of the 
All-India features, the Delhi Station broadcast on Nov. Ist, I059, a symposium 
by Indian and foroign scholars and experts on the subject of producing 
Kalidasa’s plays, Portions of this script were included in that symposium. 
This is published here with their permission. 
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singing aud the drawing out of the melody and they were sung 
by supporting musicians in the background. On the literary 
side, these songs adopted the language of symbolism and without 
naming actually the characters or the situation, suggested 
them through appropriate imagery. An idea of these 
musical fittings can be had from Kalidasa's Vikramorvasiya, of 
which a recension has come down to us with Act IV, the most 
lyrical part of the play, almost in a stage-edition with the Prakrt 
songs added to the text. In addition to these symbolic songs, 
the verses of the poet occurring in the drama proper were also to 
be sung by the character concerned. 


Pure instrumental music, supplied by the flute, string and 
drum, was effectively employed in ancient Sanskrit drama to 
heighten the effect, to emphasise particular moods and movements 
and to keep up the tempo and background. Quite a large 
number of instruments were employed and the musical ensemble 
was called Kutapa. 


An important feature of the ancient Indian production was 
that it did not employ on the stage sets and scenery as scen on 
the modern, realistic stage. The ancient production was idealistic 
and based on symbolism and convention. Part of the function of 
the settings was done by the Dhruva-songs mentioned above which 
suggested the person, place and situation, and part, by the poet’s 
own lyrical and descriptive verses and observations in the course 
of the text. Different parts of the stage were conventionally 
taken as representing different kinds of natural background, 
mountain, garden, river and so on. When one reads Kalidasa’ s 
plays one finds the stage-direction parikramya coming . up again 
and again; this refers to the actors i coming round to different 
positions on the stage to show the shift of their scenes, 


i i ülidasa's charac- 
Though there were no scenic fittings, Kà 
ters were vell provided with appropriate dress and make-up. In 
this respect, the production was realistic. 


the music and the absence of sets, the most 

Sa aa of the productien wal in respect or the ae pal 

i T tion was not casual or done in J 

pus Ecl minutely analysed language of gesture Rod 

movement called Abhinaya. Those who have read ; ER idee 

Sakuntala or Vikramorvasiya carefully would is Be e Ru 
strange-looking stage-directions and if they had loo 


5 
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ations of the commentator Raghava Bhatta, they 
Ed Gave ained a precious key to understand the real 
nature of acting in ancient production. As King Dusyanta 8 
chariot is supposed to speed, the text says against the 
charioteer rathavegam '*nirüpya" as the King is to shoot 
an arrow at the deer, the text says $arasandhanam * natayati 
as he is to get down from the chariot, the text says 
"tni fyena"' avatarati. From all this we should understand that there 
was on Külidasa's stage neither chariot nor horse; there were 
appropriate poses of legs and hands and actions of these, a/igika 
and other abhinayas, for riding, getting up and getting down, as 
also for shooting etc. which portrayed these actions more effetively 
than the natural accessories, The beautiful verses of Kalidasa 
strewn like flowers all over his plays, verses like anaghratam 
puspam aud sarasijam anuviddham,—were, as indeed befitted them, 
sung and interpreted by close gesticulation, in the same style as 
a song or verse in Bharata Natya. That this was how it was 
done is not only understood by the whole Natya Sastra, but 
is confirmed also by the stage-tradition preserved in Kerala in the 
Kudiyattam and the graphic anecdote of an actor doing abhinaya 
for the opening verse of Act I of the Sakuntala and also by the 
preservation in Kallinatha's commentary on the Sagita Ratnikara 
of the detailed word-for-word abhinaya of the Nandi-verse of 
the Vikramorva$iya. 


In this kind of treatment Kalidgsa’s plays would have been 
really made into dance-dramas; also, the intensity of the 
musical and gesture interpretation would have greatly increased | 
the duration of the Acts; in fact, Kerala stage-tradition 
would justify our assumption that the production of a 
play was spread over some nights. In further support of this 
may be mentioned the existence of separate names for each of 
the Acts and the need of an Act to be a compact unit according 
to the requirements of the definition of Bharata. 


i A simpler and comparatively more realistic production was 
also prevalent and was probably resorted to in the case of social | 
themes and farces. But for the heroic and lyric plays, such as ` 
Kslidasa’s works and indeed the bulk of Sanskrit dramatic. 
literature were, the idealistic production with music, dance and 
gesticulation was preferred; indeed it is such a production that 
Bharata considers more germane and artistic and which would 
have fitted and done justice to the creations of Külidasa.* 


अ See also the writer's other papers : Music 4 iont Indian | 
Drama, Sanskrit Drama and Pérformance and On Producing Strate Playt : 
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THE HASYA CUDAMANI OF VATSARAJA* ` 
By 
V. S. Venkataraghavachariar, M. A., 
Professor of Sanskrit, Vivekananda College, Madras. 


At the last meeting of the Executive Committee of the 
Samskrita Ranga, when it was proposed that we should hold 
periodically meetings to make better known the less known plays 
in Sanskrit, I offered to read a paper on the farce Hasya Cada: 
mani by Vatsaraja, of which I had, long ago, published a Tamil 
translation. I am thankful to the Samskrita Ranga for giving me 
this opportunity to read a paper on this farce. 


Vatsaraja, the author, flourished in the end of the I2th and 
the beginning of the I3th centuries in Gujarat. He has written 
six riipakas or dramatic pieces which have been published in the 
Gaekwad Oriental Series under the title Ripakagafka. The Prahasana 
is one of the ten types of rüpaka in which the chief sentiment is 
Hasya. The Prahasana has been derived by Abhinavagupta thus: 


प्रहस्यमाने: भगवदादिभिः युक्तम्‌, or प्रहस्यन्ते AA प्रहसनम्‌ | 
That is, Prahasana is a work in which tāpasas and others are 


ridiculed by humorous speech etc. Kumarasvàmin explains it in 
a different way : 


हास्यवचःप्रचुरत्वादिदं प्रहसनमुच्यते । प्रहसतीति प्रहसनम्‌ | 


T teristic of a Prahasana is humour. The present 
work i tale pec of a good Prahasana, in which the 
laughter is evoked by all the three or four elements given above. 


The following are the characters in the play: 
: ired 
K. i: A public woman aged 35 or so, not retire 
AES Hs profession and still capable of pursuing 
the art. 
Madanasundari : Daughter of Kapatakeli. A teen-ager, Just 


š ; ffairs; having a queer notion 'that she 
V ERIS ek over; no MEET beautiful as the name 


indicates. 9 
* A Paper.read at a meeting of the Samskrita Ranga on 9th Nov, 959. 
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Kusumika : A servant-maid in the house of Kapatakeli. 


Mudgaraka: A servant of Kapatakeli. A follower of 
Buddhism. 


Kalakarandaka : The lover of Madanasundart; a spendthrift, a 
gambler, has immense faith on astrology, alchemy etc. 


Kokilaka and Paravata: Two servants of Kalakarandaka. 


Jianarasi : A Sannyasin, follower of the Bhagavata Siddhanta, 
knows astrology, medicine etc. Age—40 to 50. 


Kauydinya: A disciple of Jiianarasi, aged 5 years or so. 


Places of Action. (I) A Town. (2) A Math of the ascetic Jriana- 
rüsi. (3) A garden. (4) Another garden called Makarandodyàna. 


In the opening scene we find Kapatakeli just getting up from 
her bed. Seeing the sun risen high she says that the night had 
been passed by her in one uninterrupted sleep and she pays compli- 
ments to the wine she had taken in the previous night. Just then 
her servant-maid bursts into the room and tells her that all the 
jewels Kapatakeli had collected from her youth onwards had been 
stolen. When the old woman questions her maid further the maid 
asks her to guess who the culprit could be, for the doors were not 
opened and the house was not broken. Kapatakeli remarks: 


नूनं एतस्या मम दुद्दितु: तस्मिन्‌ कलाकरण्डद्यतकरे अथंशन्ये$पि अनुरक्ताया एष 
व्यापारो भविष्यति | हा धिक्‌! हा धिक्‌! न खळ गृहे अस्माकं कुलम हिला कापि श्रूयते | 

“Never have we heard of a Pativrata in our family.” 
Intending to expose her daughter through the help of an astro- 
loger, the mother decides to meet Jrianaras'i, an ascetic at the Math, 
who is reputed as a Kevalr-jñananipuna and goes to him accom- 
panied by Mudgaraka, her servant, who shakes off his slumber 


only after hearing the magic word “wine”. Mud : 
surprised that even Kapatakeli is robbed. He says x: garaka is 


न तथा मां वाघते अर्थनाशो यथा आर्यापि मुषितेति पराभव: । न खल अभि: 
केनापि दग्ध: श्रूयते | अथवा देवाधीना धनद्वानि:। नास्ति पराभव: | तथा च-- 


जानतां समक्षं नागरखोकानां भुष्णाति सर्वस्वम्‌ | 
हेलया अस्माकमम्वा कथय चौरः अम्बासहश: || 
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At the Math Jùānarāsi is making his student Kaundinya 
get by heart two glokas. He asks him to repeat them. The disciple 
repeats: 


आळोक्य सर्वशात्राणि विचाये च पुन: पुनः | 
इदमेकं तु निष्पन्नं ध्येयो नारीजन: सदा n 


The teacher is offended. “Idiot! You have completely 
changed the šloka. Read the next says he. The disciple recites : 


नमस्ते पाण्डुरैकाक्ष नमस्ते विश्वतापन । 
नमस्तेऽस्तु UNAT महापुरुषकूचक ॥ 


The Teacher is highly offended. He scolds his student : *Oh | 
silly fellow, you ridicule me that I have a squint and have white 
pupils." When the teacher attempts to punish bim the pupil 
says to himself: 


एते खछ इताशा उपाध्याया न सहन्ते आत्मन: समधिकमेधा विशेष शिष्यम्‌ | 


“ These wretched teachers never tolerate intelligent disciples.” 
And when the pupil threatens the teacher. that he would be 
leaving him, Jħānarāśi cools down and himself repeats the 
s'lokas correctly. Not being able to pronounce the words correctly 
the pupil asks the teacher to teach him Kevalijidna: 


उपाध्याय, सुषु कटरक्षरं तवैतद्ध्ययनम्‌ | न च एतेन किमपि प्राप्यते । तन्मां 
केवली विद्यामध्यापय, यथा मे जनस्य धनानि स्वाधीनानि भवन्ति । 


The teacher says that his whole family had been ruined by 
this astrology: his own father was killed by a thief for predicting 
wrongly in respect of his trial; his brother died of snake-bite 
when he dug for a treasure-trove ; and he himself took to 
sannyasa as the king attempted to kill him for his false war- 
prediction. He therefore dissuades bis pupil from the study 
of Kevali. The pupil persisting, the teacher gives the secret 
of the profession: “ An Astrologer should not say much and 
should not give a definite answer for any question; when success 
attends he should repeatedly point it out and say that he had 
already predicted so.” 


t then Kapatakeli and her servant Mudgaraka enter and 
the ics fears hat they have overheard him. 


T ic is opened by Kapatakeli herself, T please 
iR sth PEE: from our heuse last night." "The disciple 
retorts, ‘Oh, What do you say? My teacher never left the Math 


Jast night,” 
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keli pacifies him: “No, no. I mean only that he 
should i Sur the thief by his knowledge and bid him to return 
the stolen jewels.” After some hesitation Jilanarási accent Neg 
request and asks the disciple to bring the Kevalt Pusiaka. he 
disciple is very shrewd and observes that the Kevali Pustaka 
should be worshipped before making use of it and makes 
Kapatakeli part with her gold ring and gets the approbation of 


his master: अति केवली रह्सयशिष्यत्वं कौण्डिन्यः । 


Next we find that the teacher himself is utterly ignorant, not 
only of astrology but even of simple addition and when the old 
woman corrects him, he says that their calculations are different. 


He says: र 
यदि पश्यति cga: विशस्थानस्थितं व्यतीपातम्‌ t 


* Ld * 
रविरङ्गारकलभे** अथणरीराभाव प्रश्न EDI: ॥ 


« If the Saturn aspects the gyatipata in the 20th house and if 
he is in the Angaraka lagna then it must be predicted that the 
property is lost for ever!” It must be noted that there are only 
i2 houses in the Rasi Gakra and there is no Ahgaraka lagna as 
such. He adds, “ Since there is no such combination there is 
every possibility of recovering the lost jewels!” But the disciple 
is very clever and praises his teacher in the presence of others 
that he has got by heart all the verses of the Salihotra! That is, 
he is not able to see what is astrology and what is the science-of 
horses ! 


अहो उपाष्यायस्य विद्यामाहात्म्यम्‌ । सकला अपि शालिहोत्रगाथाः कण्ठे mq: | 


Not being satisfied with this single method of detection, the 
teacher asks the pupil to get Upasruti, an accidental statement 
made by some passerby which is taken as an indication of 


future events, The pupil goes out and brings the Upasruti, चेट 
क्षयं याहि, which makes the servant Mudgaraka angry. Then the 
teacher asks the servant himself to bring an Upasruii and this time 
the Upasruti is: qaa रे! qmm, which places both the teacher 
and the pupil in an awkward position. Still unbeaten, the 
teacher tries to make some calculations, this time both teacher 
and pupil displaying their knowledge of phonetics and arithmetic. 


ज्ञानरा शि:--(लिखनाभिनयं कृत्वा) कवर्गीय: अयं वकार: । 
शिष्य:--अह पुनः जानामि सवर्गीय इति | 
ज्ञानराशिः--तदस्य कति मात्रा: १ 

शिष्य:--पत्च | 

ज्ञानराशि:--अनुस्वारस कपि भवन्तु १ 
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शिष्य:--यावत्य; लिखितुं पारयसि । 


ज्ञानराशि:--त्रयोदश तावतू। अथ त्रयोद्शमि; पञ्चभिश्च द्वाविशति: । 
शिष्य:--नहि नहि, विंशतिः i 


At this Kapatakeli interposes : ननु अष्टाद्श भवन्ति | 'विभावयतु आर्यः | 


ज्ञानराशिः-- (स्वगतं) अये गणित दुर्विदग्धेयम्‌ | तद्यथा तथा तावत्‌ समापयामि | 


(काशं) भद्रे! अन्य एवास्मदीयो गणनासम्भ्रदायः | तदावेद्य 
तावदू शृहजननामानि । 


Then the servant says Kapatakeli, Madanasundari, ` Mudga- 
raka and so ón. The teacher imagines that because the name of 
Kapatakeli was mentioned first, perpaps she was associated with 


the theft and suggests that she was the thief, When they laugh 
at the prediction, the teacher says: 


भद्रे निश्वितथौर: | त्वन्ञामधेयं च संवरणाथसुदाहतम्‌ । प्रयातु भवन भवती | 
सुनिम्नतमेव याचनीयौ कपोतपारावतो | 


And then both the servant and the old lady return. 


The next scene is in a different garden where the teacher 
makes a certain japa for he has been asked by Kalakarandaka to 
make him lucky as he had lost everything in gambling. After 
making japa the teacher retires to the foot of a tree from where he 
commands a good view of Madanasundari who is taking rest 
in a madhavi-maydapa, 


The shrewd pupil notices the slight affectation in the teacher 
and दा wa unpleasant remarks. The teacher becomes 
irate. But subsequently he is taken by the pupil to the madhavi- 
mandapa after Madanasundari had left, Saying that the day was 
extemely hot, the teacher rolls on the vedi where the young lady 
had sat. Pretending that he had got fever all on a sudden the 
teacher writes a spell on a Bhiirjapatra and asks the student to 
put over it a thick cover of sandal-paste so that when smeared on 
the body, it might reduce the fever. The pupil takes the 
Bhürjapatra but finding that it was not a jeara-mantra that wn 
written on it but a vastkarana-mantra मदनसुन्दरी मे वशीमवतु, the 
boy erases the name of Madanasundari and writes the name of 
Kapatakeli on it and brings the talisman back as instructed. 
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Now begins the comedy. The teacher has got immense faith 
in his mantra and he wants to dismiss the boy immediately ` as he 
expects the arrival of .Madanasundari. He sends the disciple 
away for collecting some flowers from a distant garden. But the 
boy, knowing the mind of his teacher only too well, climbs up 
an Asvattha tree nearby and remains there concealed in the 
branches. The spell begins its work and Kapatakeli comes and 
accosts the teacher: “ Dear Sir, all the stolen jewels have been 
returned. But my heart is stolen by you.” It was a surprise to 
Jiianarasi for he thought that Kapatakeli came there only as 
a love messenger on behalf of Madansundari and he did not like 
the substitute for the original. He asks her, “I hope your 
daughter Madanasundar' is well." Kapatakali tells a lie. “< s 
Madanasundari is not my daughter. She is my sister. In fact 


Iam her younger sister.” न wg न खळ सुता, भगिनिका Ag सा | अहे पुनः 


त्वाहशविलासिगणप्रसादेन सुखिता sae प्राप्ता कनिष्ठापि arrest ज्ञाये । 
She also suggests indirectly that she had got a larger clientele 
which was an evidence of her attraction. And when Jiianarisi tells 
her that he had no inclination for wordly life and addresses her 
as ‘amba, the woman pays compliment to his sense of humour 


“सुभग, नागरिको5सि | जानासि परिंहसितुं, यन्मामंबेति व्याहरसि Us She adds: 


«You are a Bhagavata. Visnu, the father of Manmatha, will be 
pleased if you have devotion to Manmatha also ”: 


भगवन्‌ कुरुते नित्यं यः कन्दर्पनिषेवणम्‌ | 
सुतरां प्रीयते तस्मे कन्दपेजनको हरि: ॥ 
न पुनरहं जाने कियत्यः भागवतानां विंशत्यः निजसुरतस्तस्तरोच्छीषेके मया दत्ताः | 


When this one-sided pranayakalaha turns itself into a real 
quarrel the woman makes a huge cry which brings on the scene 
both her servants Kokila and Párüvata who wanted to punish the 
man who named them thieves, Jfiinargs'i falls at the feet of the 
old woman who, in turn, suggests that he should remain pretend- 
ing Dhyana. But the servants decide to suspend him from the 
branch of the ASvattha tree where the disciple was hiding. The 
pupil jumps down and introduces himself as the gardener and 
accuses the teacher as the thief who steals all the flowers from his 
garden. But the servants are too clever to pay heed to the words 
of the disciple and they bind them together. Just then Jñanaraši 
takes leave of all the treasure-troves, saying that the they should 
remain in their own hidden places and the whole world should 
remain ever poor due to the death of Jfianarasi. The magic 
word treasure-trove induces the servants to loosen their grip over 
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Jiianarasi and to request him to help them to discover the 
treasures. Jilánarüsi asks the disciple to bring /avigalirasa saying : 


रसेन लांगळीयेन समन्त्रेणाब्रि तेक्षणः | 
निधनं वा निधान वा धीरः समधिगच्छति ॥ 


Kokila asks: “Sir, is “nidhana” better?” Evidently he under- 
stands निधन as akin to निधान, not knowing its exact meaning to 


be “death”. Jñánaršsi replies: मात्राहीनमपि सवदुःखशमन निधन 
निधानातः श्रेय: | 


“Though not guru JVidhana is better because it puts an end to 
all miseries.” Being asked, the pupil brings by mistake some 
poisonous substance, not làngalirasa. Jñšnaršsi appliesit to the 
Ar. of all, including Kapatakeli, and aks them if they see 

tahüna. 


Meanwhile the poison starts its work and all of them cry in 
a gony saying that there was an unbearable irritation in their eyes; 
The servants somehow get hold of the teacher and the pupil 
and rub their eyes against theirs and thus transmit to them 
a portion ofthe poison. The teacher now realises the mistake 
committed by the pupil and tells them that they should wash 
their eyes immediately. And all of them somehow move towards 
a tank in the other garden when they recognise by their voice the 
presence of Kalakarandaka and Madanasundari. With the help 
of another servant they wash their eyes and are free from the 
temporary trouble they suffered. Kalakarandaka introduces 
Jilànaràsi as a Jagadguru and Bhagavan and expresses his gratitude 
to him for all the success he attained in the recent gambling. 
The two servants apologise to Jňānarāsi and prostrate at his 
fact. 


At the end of the Prahasana we find the usual Bharatavakya 
wishing benign rule and prosperity to the world. The play is 
written in simple Sanskirt and the humour is quite dignified ; with 
one or two sentences omitted this can be put on boards without any 
difficulty. But my view is that we should write new Prahasanas 
and other types of rapakas representing the present-day life and 
humour instead of going to old plays. 


———— 
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SANSKRIT DRAMA IN RUSSIA* 
By 
Dr. V. Raghavan 


Itissignificant to note that the first Sanskrit works to be 
rendered into English were the Gita and the Sakuntala, and in 
spreading a knowledge of Sanskrit and Indian thought and 
culture abroad, the Sanskrit drama had played its own part, 
alongside of Indian philosophy. The renderings into European 
languages of Sanskrit drama, poetry and story had served to 
popularise Indian literature among the larger circle of litterteurs 
in the West, for, outside the cloisters of the academic Orientalists, 
poets, playwrights and novelists had continuously been interested 
in Indian literature. Abercrombie points out the pobability of 
Keats having read Jones’ translation of the Sakuntala ; the 
imitation of the prologue of this play by Goethe in his Faust is well- 
known. It will be interesting to trace ina connected manner 
the literary interest in and influence of ancient Indian classics in 
the West in fields of pure poetry, drama and fiction. 


Russia holds a leading place in the West in the persuit of 
Oriental studies, and Leningrad (formerly St. Petersburg) is among 
the oldest seats of Sanskrit studies in Europe. The first Russian 
Sanskritist was Robert Lenz who was officially sent to Germany 
to study Sanskrit under Bopp. While yet there, Lenz published 
at Berlin in 833 the first critical edition of the Vikramorvasiya of 
Kālidāsa (Urvasia Fabula Calidasi) with a Latin translation. 
Based on the 830 Calcutta edition of the play, Lenz's publication 
included elaborate notes and extracts from commentaries including 
Ranganütha's, especially the portion relating to the old musical 
score of Act IV of the play. I was lucky enough to secure during 
my visit to Leningrad a copy of this edition as reproduced a little 
later (in 846) at St. Petersburg. In the next year Lenz brought 
out from .Berlin his critical apparatus to the above edition 
(Apparatus Griticus ad Urvasiani). - 


In 846, C. Kossowicz, Sanskrit Professor, St. Petersburg, 
published in the periodical called The Contemporary his Russian 
translation of three Acts of the play Prabodhacandrodaya of 
Krsnamiéra, and in I847, the translation of the whole play came 
out in the Moscow Symposium. Kassowicz was evidently drawn to 
Sanskrit drama very much, for we find that in 849, he published 
in the Moscovite a Russian translation of the Mrcchakatika. 


Kassowicz. was succeeded as Sanskrit Professor by Minayev, 
better known in India through his three visits to this country: 
One of Minayev's pupils, Alexy Putyata, brought out a Russian 
translation of the ‘Sakuntala in 879. 


"A Talk at the Samskrita Ranga on 9th Nov, 989, 7 
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Oldenberg, the distinguished Russian Orientalist who organi- 
sed Indian studies in Russia, founded the Bibliotheca Buddhica and 
explored Central Asian antiquities, was a keen student of belles 
lettres. Because one was engaged on some erudite studies, one 
should not be supposed to be not interested or versed in poetry 
and drama. Oldenberg’s successor Stcherbatsky who became an 
authority on Buddhistic logic started as an alankürika, wrote on 
theories of Indian poetry and translated the Dasakumaracarita. 
Oldenberg collaborated with the Russian poet Constantine 
Balmont and assisted him to translate Kalidasa into Russian; his 
Kalidasa Drami, Moscow, 9I6, gave renderings of all the three 
plays of Kalidasa, as well as of the Meghadiita, and to this volume, 
Oldenberg himself contributed an introduction on Kalidasa and 
his work. Vs 


In the more recent times, there has naturally been greater 
interest in pure literature as contrasted with the older interest in 
philosophy, logic, Buddhism etc. Recently Kalidasa Day was 
celebrated in Moscow and popular monographs on the poet were 
written on the occasion, The Russian stage turned to Indian 
plays and themes and one of the most successful of their recent 
attempts is the Russian adaptation of Sudraka’s Mrechakatika 
under the title White Lotus. I had the pleasure of witnessing its per- 
formance in Moscow in the Pushkin Theatre where it was running 
to full house for some weeks continuously. They had of course 
abridged the original but in respect ofgiving the Tuaian atmos- 
phere, had put forth some admirable effort. The sets were 
simple but were copied from Sanchi and Ajanta, and the costume, 
ornaments, coiffure. etc. were all authentically Indian. 
Vasantasenā and Vidūşaka, the latter played by a reputed screen 
and stage actor, were very successful presentations. Academician 
Baranikov had helped in the preparation of the stage-version and 
besides an old German version entitled Vasantasena, Ryder’s 


translation was also utilised. 


a based on an Indian theme which was, at the time 
of i aam said to be ready to go on many theatres in Russia 
was the Daughter of Ganga. Nala and Damayanti was a favourite 
theme with them and recently an illustrated edition also of this 
had been issued. This theme had been, recently taken up on the 
basis of the century-old Russian translation of the Mahabharata by 
the Russian poet Zhukovsky. The choreography for this im 
composed by Ballet Master Mikhail Berkut and the music by 
Mikhail Osokin. When I was there one of the artistes Balasanyan 
was working on an opera on the Sakuntala and at our discussions 
I met also the musician who was to compose its music, and was 
contemplating to visit this country for the same purpose. 


—— À 
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THE FIRST ANNUAL DAY CELEBRATIONS 
: OF THE SAMSKRITA RANGA 


29th November, 2959. 


The First Annual Day Celebrations of the Samskrita Ranga, 
Madras, were held on the 29th November, | 959, at the theatre in 
the Y.M.I.A., Mylapore, under the presidency of Dr. C. P. Rama- 
swami Aiyar. The Annual General Body meeting of the Ranga 
was also held earlier on the same day, when with the President 
Dr. V. Raghavan, in the chair, the Annual Report and Audited 
Statement of Accounts of the Ranga were presented and adopted. 


At the public meeting which followed and at which 
Dr. Ramaswami Aiyer presided, Dr. V. Raghavan welcomed the 
chief guest and other Sanskrit scholars and friends who had respon- 
ded to their invitation. The meeting opened with prayer by Kumari 
Vedavalli after which Dr. V. Raghavan made a brief reference to 
the founding of the Ranga, its aims and objects and its achieve- 
ments during the year. Emphasising that the activities of the 
Ranga in producing Sanskrit plays had created enthusiasm among 
the young students of Sanskrit, he said that their work was not 
only for the rejuvenation of the Sanskrit Stage but would 
eventually prove also an effective means of promoting knowledge 
of Sanskrit and popularising its study. 


Prof. A. Shanmukha Mudaliar, Professor of Sanskrit, Pachai- 
yappa's Gollege, Madras, one of the Vice-Presidents of the Ranga, 
then presented the detailed Report of the Ranga for the year 
॥958-52, which is printed elsewhere in the present volume. 


A resolution of condolence was adopted touching the pre- 
mature demise by Prof. M. K. Shanmukham, who was Chairman 


of the College Dramatic Activity Co-ordinating C : 
Madras Theatre Centre. 7 rdinating Council of the 


Then the members of the Ranga put on the boards the 
Snusha Vijaya, an one-act social play, depicting the domestic 
theme of the quarrel between the mother-in-law and the daughter- 
in-law and the eventual triumph of the latter. The play was 


written by Sundararaja Kavi (84]- Ë 5 
duc ice scare aad d tta i (84I-904 A.D.) who flourished in 


Dr. V. Raghavan in the Annal 
Madras, Vol. VII. Pt. i, 0४ 
the play was enacted and it was 
D SOS शा assisted by Sri C. 
ull and the production of a i i i 

ins RU uM UA Vio, social play in Sanskrit of modern 


: Ce am was, was ] i 
By the audience which included some foreign EU कली, 


Oriental Research, University of 
This was the first time that 
produced for the Ranga by 
S. Sundaram. The hall was 
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A scene from the Snusa Vijaya enacted at the Ranga’s 
first Annual Day 


Dr. C. P. Ramaswami Aiyer speaking at the 
Annual Day of the Raiiga 
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- The following took part in the play: 
À Sütradhara (Producer): Dr. V. Raghavan: 


Paripar$vaka (Asst. Producer): Œ. S. Sundaram, Skt. 
Dept., Madras University. 


Durasa (Mother-in-law): Kumari S. S. Janaki, Sanskrit 
Lecturer, S. I. E. T. Women’s College. 


Susila (Father-in-law): S. Rajagopala Sarma,. Skt. 
Teacher, Ramakrishna Mission Students High School, 


Caruortta (Lady of the neighbouring house): Kumari 
G. L. Vasanta, Student, Queen Mary’s College. 


Suguna (Son): G. Balasubrahmanyam, Student, Madras 
Sanskrit College. 


Saccaritra (Daughter-in-law): Kumari T. P. Vijaya- 
lakshmi, Student, S. I. E. T. W. College. 


Durlalita (Daughter): Kumari Sabita Rani, Student, 
Queen Mary's College. 


Music ((nvocatory and benedictory verses at beginning 
and end) : Vidwan B. Krishnamoorthy. 


Dr. Ramaswami Iyer, in complimenting the Ranga and the 
participants in the play, said in his speech : 

«Dr. V. Raghavan, talented actors and actresses and my 
good friends! : : : i 


« When I was last speaking at a performance organised by 
Dr. Raghavan, I made an incautious observation. I stated that 
there had not been sufficient activity in producing one-act plays 
or short plays. I am glad to be able to be present on this occa- 
sion, It is a very remarkable thing that in the Sanskrit language 
there have been social dramas, one-act plays and short plays Jong 
before similar dramas were invented in Europe. To Travancore 
and to Sri Ganapati Sastri we owe a deep debt of gratitude for 
the discovery of the plays of Bhasa and other short plays. But 
subsequently I have come across a large number of small one-act 
and short plays composed both in the North and South India, 
particularly in Malabar. Today we have, produced before us, 
another one-act production from Kerala. The civilization of 
Kerala was a remarkable one. The remarkable feature of the 
Nambiidiri civilization of Kerala was the Nambudiri's great love 
for literature and his gift for sarcasam and humour. Iam glad 
that the social play which is produced this evening comes from 


Kerala. l hose theme is perhaps 
T t play is an one-act play; W. La Ç 
न हर, owing to the collapse of the jointfamily 
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system ; though it cannot be said that the persecuting, intolerant 
type of mother-in-law and such other features have completely 
disappeared, there is, I think, at this time no daughter-in-law who 
could be so obedient and docile. Asa production of sarcastic 
genius, the play is of high order and the language is worthy of 
praise. I am very glad, Dr. Raghavan, that you have been doing 
so much to popularise the Sanskrit language and literature, I 
am glad for having been present at this performance and convey 
my congratulations to everybody who has acted in the play. 
But if I may say so, not out of chivalry, I think the women excelled 
the men.” 


Referring to the character of the father in the play and 
addressing the actor who played it, Dr. Ramaswami Aiyar quoted 
the text of the play and said, ''Though you have mastered the 
vedas and the six systems of philosophy, your wife is not under 
your control,” and added that they could not say that such was 
not the case with several other husbands. 


Concluding, Dr. Ramaswami Aiyar said: “I am glad to have 
been here and to associate myself with these efforts and to con- 
gratulate Dr. Raghavan on the great and devoted efforts he is 
making in different directions, literary, histrionic, philosophical, 
for the promotion of Sanskrit. God bless you." 


Dr. V. Raghavan introduced the actors and actresses to 
Dr. Ramaswami Aiyar and then thanked the President and other 
guests for responding to their invitation and attending their 
Annual Celebrations. He specially mentioned the parents of the 
men and women students who took part in the productions of 
the Ranga and the authorities and staff members of the Samskrit 
Depts. of the different City Colleges for their co-operation. 
Sri T. V. Viswanatha Aiyar, Advocate, announced a donation 
of Rs. 00/- on the occasion. 
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SANSKRIT DRAMA IN ITALIAN 
By 


K. V. Sarma : 
Dept. of Sanskrit, University of Madras. 


As our Samskrita Ranga Annual is being printed, we have 
received an excellently got up volume of Sanskrit plays rendered 
into Italian, just published (Sept. 959) in Rome. Collected 
together and edited by Mario Vallauri, the veteran Professor 
Emeritus of Sanskrit of the University of Turin, this volume, 
Teatro Italiano,‘ comprises translations of five Sanskrit dramas, 
Svapnavasavadatia (Tr. by Belloni-Filippi), Mrcchakatika (Tr. by 
M. Kerbaker), Malattmadhava (Tr. by F. Cimmino), Mudraraksasa 
(Tr. by A. Marazzi) and Bhagavadajjuka (Tr. by Belloni-F ilippi). 


Sanskrit drama as a branch of study appears to have been 
popular among Italian Orientalists. * As in some of the European 
languages, it was Külidasa's Sakuntala that ushered Sanskrit 
drama into Italy through its translation by L. Doria (Darmstedt, - 
85).. All the dramas of Kalidasa were later rendered into 
Italian in one volume by Antonio Marazzi (Teatro Galidasa, 
Milan, I874), and some of these plays have several translations. 
Special mention among these may be made of the stage-versions 
of the Sakuntala prepared by Giulio Pacuvio (Turin, 946), and 
by E. Robecci Brizio (Turin, 493]), but more important than 
either of these, from the. point of the stage, is the opera La 
Leggenda di Sakuniala, composed in the form of a libreito, by 
Franco Alfano who effected some changes and made several 
innovations in the play to suit the modern stage and increase its 
theatrical effect, "This opera, performed for the first time in 
Bologne in 92l, proved very successful and kept the field for 
several years to come in the other cities of Italy. * 


Of Bhasa’s plays we had a long study by L. Suali (GSAT 25 
(92) 85-6) soon after the discovery of the dramas in I909. 
Sevefal of the Bhšsa plays are available in Italian translation : 
Svapna and Carudatta by Belloni-Filippi, Abhiseka and Avimaraka by 


l. Pub. Nuova Accademia, Milan, pp. 534. 


9. For an account of Italian contribution to Indology, see 
V. Raghavan, Sanskrit and Allied Indological Studies in Europe, 
Madras, 956, section on Italy, pp. 55-59. 


3. For astudy on ‘The Fortunes of Kalidasa in Italy,’ see Carlo 
Della Casa, East and West, Rome VI (I955-56) l60-02, 
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ini Madhyama by P. E. Pavolini, besides studies on 
TR ets y M. Vallauri. x M. Kerbaker, one of the leading 
Orientalists of Italy, prepared a popular version of S'udraka s Mre- 
chakatika and a translation of the Sakuntala. Francisco Cimmino, 
who seems to have specialised in Sanskrit drama, rendered several 
Sanskrit plays into Italian: Vikramorvasiya ( Turin, I890), 
Malavikagnimitra (Naples, 897), Ratnavali (Naples, l 894), 
Priyadarsika (parily) (Pub. Accademia | Portaniana, Dec. 8, 90]) 
Nagananda (Sandron, I903) and Malatimadhava (Milan, 95), 
besides producing studies on Cagdakausika (L905) „and Priyadarsika 
(I902); the last play had been rendered into Italian by G. Strehly 


(Parigi, l888). ‘The political drama of Vidakhadatta, Mudrü- 


one volume, with his translation of the farce Dhürtasamagama of 
Jyotirizvara (Milan, 874). Besides papers on Pratima, already 
referred to, and Saktibhadra’s AScaryaciidamani, Vallauri 
translated Satyahariscandra of Ramacandra (Firenze, 9!3), 
Fivananda of Anandaraya Makhin (Lanciano, I929) and Damaruka 
of Ghanasgyama (Firenze, 93I). G. Tucci, the best known 
Indianist of Italy today, has produced an Italian version of the 


raksasa, was translated by A. Marazzi and was issued together, in 


. Prakrt Sattaka of Rajasekhara, Karpiiramahjari. The theory and 


practice of Indian drama have been studied by Cimmino, Suali, 
Pizzagalli and La Terza. 


To the collection Teatro Jndiano under review, Prof. 
Vallauri has added an introduction under the title the ‘ Panorama 
of the Indian theatre’, giving an account of the characteristic 
features of the Sanskrit drama and its production, and a short 
history of its literature. To each translation in this volume is pre- 
fixed an introductory note, indicating its place in Sanskrit dramatic 
literature and giving a resume of its plot. Vallauri has also 
added explanatory footnotes wherever required. With regard to 
Mrcchakatika and Malatimadhava, the slokas in the original have 
been rendered into Italian verse. 


It may be interesting to note in this connection that an 
encyclopaedia on World Theatre is being prepared in Italian 
under the title Enciclopedia dello Spettacolo and it will include a 
section on Indian drama and dramaturgy, ancient and modern, 
by Dr. V.. Raghavan. 
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